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CHAPTER I
THE PROBLEM AMD DEFINITIGBS OF TERPG USED
The advantage o f  s tu d y in g  p ian o  methods^ is  l im ite d  by th e  f a c t  
th a t  such a  s tu d y  canno t re p la c e  th e  te a c h e r .  P e rso n a l c o n ta c t between 
te a c h e r  and p u p i l  i s  th e  id e a l  le a rn in g  s i t u a t io n ,  fo r  only  through 
p e rs o n a l c o n ta c t can th e  te a c h e r  a s s i s t  th e  s tu d e n t in  h is  a t t e s t  to  
a c q u ire  te ch n iq u e , to  develop  h is  i n t e l l e c t u a l  and em otional q u a l i t i e s ,  
and to  c u l t iv a te  a e s th e t i c  s e n s i b i l i t y  and th e  power o f  c r i t ic i s m .
Such a  ta s k  p re s tp p o se s  a  com petent te a c h e r  p o sse ss in g  f u l l  knowledge 
o f  h is  s u b je c t ,  a  p e r f e c t  te ch n iq u e , a  c r i t i c a l  aw areness o f  every de­
t a i l  o f  te c h n ic a l  m ethods, and th e  a b i l i t y  to  explain.^
The q u e s tio n  a r i s e s  as to  th e  v a l id i ty  o f  s tu dy ing  methods in  
th e  form  o f w r i t t e n  a c c o u n ts . The answer i s  t h a t  methods p ro v id e  a  
v a r ie ty  o f s o lu t io n s  to  a  g iven  problem , s o lu t io n s  th a t  have proved 
to  be w orking s o lu t io n s .  Though th e  c o r r e c t  so lv in g  o f te c h n ic a l  
problem s canno t g u a ran tee  th e  su ccess  o f  a  p i a n i s t ,  such a  study  w i l l  
he lp  the  average  p i a n i s t  av o id  some o f  th e  p i t f a l l s  he i s  l ik e ly  to  
en co u n te r on th e  road  to  su c c e ss fu l p ian ism .
% ee d e f in i t i o n s ,  p .  U.
^ I s id o r  P h i l ip p , “P o in ts  on P iano T eaching ,»  E tude , LXX 
( f e rc h ,  19?2), p .  9 .
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I .  THE PROBLEM
S ta tem en t o f  th e  problem . The p n ipose  o f  th is  in v e s t ig a t io n  was 
to  s e l e c t  s p e c i f ic  problem s t h a t  c o n fro n t th e  p ian o  s tu d e n t and to  d is ­
cover what working s o lu t io n s  have been o f fe re d  by g re a t te ac h e rs  o f  p a s t  
and p r e s e n t .
J u s t i f i c a t i o n  o f  the  s tu d y . T h o u ^  th e  a c tu a l  s o lu t io n  to  a  
p i a n i s t i c  p roblem  must be chosen by th e  s tu d e n t to  f i t  h is  p h y s ic a l ,  
m en ta l, and em otional n e ed s , the  in v e s t ig a to r  b e lie v e s  th a t  i t  i s  w ise 
to  be f a m i l ia r  w ith  a  v a r ie ty  o f  s o lu t io n s  i f  more than  one s o lu t io n  is  
p o s s ib le .  Only when one i s  f a m il ia r  w ith  th e  v a rio u s  approaches to  
p ia n o  p la y in g  can he d is c r im in a  te  ly  choose, d is re g a rd , o r combine those  
f a c e t s  t h a t  s u i t  h i s  p u rp o se .
Topic d e l im i ta t io n . A ccmg>lete and d e ta i le d  s tu d y  o f th e  a r t  o f  
p ia n o  p la y in g  i s  beyond th e  scope o f t h i s  p a p e r . In  o rd e r to  circum­
s c r ib e  th e  s u b je c t  th e  in v e s t ig a to r  posed two q u e s tio n s :  (1) what a re  
th e  b a s ic  problem s in  p ia n o  p la y in g ?  and (2 )  what p ian o  pedagogues 
shou ld  be chosen to  so lv e  th e se  problem s?
Dr. W illiam  Hewman has answ ered th e  f i r s t  q u e s tio n  by s ta t in g  
th a t  th e  fo u r  p r in c ip a l  problem s o f  any a p p lie d  music s tu d y  a re  ( l )  
m u s ic ian sh ip , (2) te ch n iq u e , (3) p r a c t i c e ,  and (li) performance.3
To answer th e  second q u e s tio n  i t  was n ecessa ry  to  fo rm ulate
% i l l i a m  Hewman, The P ia n is te s  Problem s (lew  York: 
Ife iper and B ro th e rs , 1956), p .  2 .
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c r i t e r i a  f o r  s e le c t io n .  The in v e s t ig a to r  decid ed  th a t  th e  te ach e r had 
to  s a t i s f y  th e se  r e q a i r e ^ n t s .
1. A number o f  famous p i a n i s t s  o r p ia n o  te a c h e rs  m ust lav e
s tu d ie d  w ith  him .
2 . H is p r in c ip le s  and te ch n iq u es  m ust have had some s ig n if ic a n c e
to  f u tu r e  g e n e ra tio n s .
3 . He must have extended th e  a r t  o f  p ia n o  p la y in g .
à .  H is method o f  approach  m ust have been reco rd ed .
These re c o rd s  must be a v a i la b le  to  th e  in v e s t ig a to r .
The te a c h e rs  who s a t i s f i e d  th e se  req u irem en ts  were Theodore 
L e sch e tiz k y , Tobias M atthay, and to  a  l e s s e r  e x te n t ,  Ludwig Deppe.
S in ce  th e se  te a c h e rs  fo rm u la ted  t h e i r  methods b e fo re  1900 o r s h o r t ly  
t h e r e a f t e r ,  th e  in v e s t ig a to r  f e l t  th e  need f o r  th e  in c lu s io n  o f more 
modern id e a s .  W illiam  Hewman and B e iy l R u b in ste in  were chosen because 
o f t h e i r  r e p u ta t io n  a s  p ian o  pedagogues and because o f th e  c l a r i t y  and 
soundness o f  t h e i r  w r i t in g s .  O ther famous te a c h e rs  w i l l  be inc luded  a t  
p o in ts  where t h e i r  id e as  a re  e x c e p tio n a lly  p e r t in e n t .
Method o f  p rocedu re»  A g en era l h i s t o r i c a l  survey o f  p ian o  
p e d a g o ^  has been in c lu d ed  to  g iv e  th e  re a d e r  a  c le a r ,  b r i e f  h is to ry  
o f th e  p roblem . The fo u r  p r in c ip a l  c a te g o r ie s  o f  m u sic ian sh ip , tech ­
n iq u e , p r a c t ic e  and p e r fo rm n c e , as  p e rc e iv e d  Isy th e  s e le c te d  te a c h e rs ,  
a re  each  used  as  a  c h ap te r  to p ic .  The methods a re  f i n a l l y  cca^ared  in  
r e s p e c t  to  p o in ts  o f  agreem ent and d isag reem en t, w ith  va lu e - judgments 
in s e r te d  by th e  in v e s t ig a to r .
I I .  DEFIIŒTIOHS OF TERNS USED
Method. The term  method was in te rp re te d  as  the  means which 
a  te a c h e r  a id s  th e  s tu d e n t  in  so lv in g  c e r ta in  p i a n i s t i c  p rob lem s.
Any o th e r  term s t h a t  a re  n o t s e lf -e x p la n a to ry  w i l l  be d e fin ed  in  
c o n te x t .
CHAPTER I I
TRENDS IN PIANO PEDAGOGY AND PERFORMANCE
I .  HISTORICAL CONSPECTUS
From an  h i s t o r i c a l  v iew p o in t keyboard perform ance has been in ­
f lu e n c ed  by two m ajor f a c to r s :  (1 ) th e  type  o f  in s tru m en t eap loyed , and
(2 ) th e  v a r io u s  sch o o ls  o f  e x p o s i t i o n .
When th e  c la v ic h o rd  was in  u se , th e  perfo rm er used  only  th re e  
f in g e r s ,  and v e ry  l i t t l e  f in g e r  movement was n e ce ssa ry . The h a ip s ic h o rd , 
because o f  i t s  m echanical m ake-tp , re q u ire d  more p re c is e  m uscular move­
m ents. W ith th e  adven t o f  th e  p ia n o fo r te  th e  amount o f  m uscular energy 
n e c e ssa ry  to  d e p re ss  th e  keys became d ^ e n d e n t  on th e  make o f  p ia n o  and 
th e  type o f  a c t io n  employed.
The c l a s s i c ,  ro m an tic , im p re s s io n is t  and o th e r com position 
sch o o ls  a l s o  re q u ire d  th e  p e rfo rm er to  ex tend  h is  p ia n o fo r te  techn ique 
in  s p e c i f ic  d i r e c t io n s .
P robab ly  th e  e a r l i e s t  m eth o d ica l t r e a t i s e  on keyboard p la y in g  
was w r i t t e n  by C. P . E. ^ c h  (1 7 lb -1 7 8 8 ), Though much o f  h is  ad v ice  
i s  now o b s o le te , many o f  h is  id eas  a re  modern in  co n cep tio n . He was 
modern in  a d v is in g  th e  p e rfo rm er to  a s s ig n  th e  thumb to  a  b la ck  
when doing o th e rw ise  would cause  a  hazardous s t r e t c h .  His approach was
% i r  Qoerge Grove, Grove*s D ic tio n a ry  o f  Music and I to i c ia n s  
(New Y ork: M acm illan Company, 1937), IV , pp .
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c o n s is te n t ly  m u s ic a l, a s  ev idenced  by ( l )  h is  in s is te n c e  t h a t  th e  crux  
o f good perform ance i s  th e  a b i l i t y  to  make th e  e a r  conscious o f  the 
c o n te n t o f  a  com position  by f a c i l i t y  in  v a ry in g  to n e , to u ch , and tempo, 
and in  ex ec u tin g  em bellishm ents in  c o r r e c t  tim e and w ith  f i t t i n g  volume; 
and (2 ) h is  manner o f  th in k in g  o f  th e  keyboard in  term s o f song in  o rd er 
to  a s s u re  th e  c u l t iv a t io n  o f  a  c a n ta b ! le  s ty l e  o f  p la y in g .2
The C la s s ic  P e rio d  (1750-1827)
Wazio d e m e n t i  was th e  f i r s t  p i a n i s t  to  be a p p re c ia te d  mtwe fo r  
pedagogic p r in c ip le s  tlm n f o r  perform ance p r a c t i c e s .  He numbered among 
h i s  p t p i l s  John F ie ld ,  John Cramer, and K alkbrenner, each o f whwt 
p r o f i t e d  from  Clem enti*s in s t r u c t io n  smd u t i l i z e d  h is  ideas in  h is  
p ro f e s s io n a l  w ork, d e m e n t i  o r ig in a te d  th e  p r a c t ic e  o f  s tre n g th e n in g  
th e  weak f in g e r s  o f  th e  hand by keep ing  fo u r o f th e  f in g e rs  d ep ressed  
in  th e  keys w h ile  p la y in g  re p e a te d  n o te s  w ith  th e  rem aining f in g e r .
H is method ( l )  aimed f o r  a g i l i t y  in  f in g e r  e x ec u tio n , and (2 ) aimed fo r  
th e  a tta in m e n t o f  p e r f e c t  evenness o f  to u ch . He demanded th a t  th e  tp p e r 
p a r t  o f  th e  hand, th e  a re a  from knuckles to  w r i s t ,  be so f l a t  th a t  a  
c o in  cou ld  be p la c e d  th e re  w ith o u t f a l l i n g  o f f  d u rin g  perform ance.
A f te r  he m et and c o n te s te d  w ith  M ozart, he s h i f t e d  eap h as is  from 
m echanics to  m usic . N e v e rth e le s s , h is  name i s  b e s t  known in  connection  
w ith  h is  c o l le c t io n  o f e x e r c is e s ,  th e  Gradus ad Parnassum, th e  p e r­
form ance o f  w hich re q u ire s  s k i l l f u l  f in g e r  ex ec u tio n  w ith  th e  hand
p
C. P . E. Bach, Essay on th e  True ^ t  o f  P lay ing  Keyboard 
In s tru m en ts  (New York: ¥ .  ¥ .  N orton , 19^9), p p . lli8 ,9 .
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never raised to excessive height nor brought to bear on the keys with 
any great power,3
d e m e n ti* s  p t p i l ,  John Cramer (1771-1851) aimed a t  th e  c u l t i ­
v a t io n  o f  sttisic r a th e r  th a n  th e  d is p la y  o f  th e  p ian o  as  a  v ir tu o so  
in s tru m e n t. However, he can s t i l l  be co n sid e red  a member o f  the  
d e m e n t i  s c h o o l, which d i f f e r e d  from  th e  M ozart school in  th e  make o f 
p ia n o  p r e f e r r e d .  Whereas d e m e n t i  and h is  p u p i ls  used th e  E ng lish  p ia n o , 
M ozart and h is  fo llo w e rs  u sed  th e  V iennese p ia n o ,^
JoMnn Bmmel (1778-1837) was a p tp il of dementi and Mozart.
He claimed that h is method was derived from Mozart. This method, pub­
lished in l 82ii, advocated a rational system of fingering, whereby a 
sim ilarly  shaped passage is  fingered the same way a t every occurrence.
The one exception to th is  rule is  that the thumb should never be 
assigned a black key. He recommended that the hand be placed so that 
the thumb and l i t t l e  finger form a lin e  p ara lle l to the keyboard,
C zerny, H e n se lt, and T halberg  were a  few o f  h is  p u p i l s .^
HuB»el*s method formed part of the basis for the piano school of 
Carl Czerny (1791-1857), the other aspects being derived from Czerny*s 
study with dementi and Beethoven. Czerny*s system, by means of 
numerous exercises, was designed to give the student the utmost ve locity , 
smoothness and b r illian ce  of execution, L iszt, Leschetizhy, and 
Thalberg were numbered among h is pupils,^
% ro v e , o£ , c i t , , IV, p .  668, ^ I b i d . , I ,  p ,  753
^I b i d , , I I ,  p ,  681,
^ A lb e rt l i e r .  The P ian o , I t s  H t s t o ^ ,  Makers, P la y e rs  and Music 
(London: Longmans, G reen and Cospany, 19U0), p p . 2 a5 ,6 .
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The Romantic P e rio d  (1827-1900)
The ad v en t o f Rom anticism , w ith  i t s  in d iv id u a l s ty le  o f  c o # o -  
s i t i o n  developed  Schumann, Chopin, and L i s z t ,  b rought new te c h n ic a l 
and m u sica l demands on th e  p i a n i s t .  S o n o r ity  superseded  a g i l i t y  as  th e  
s in e  qua non o f  p ian ism .
F r ie d r ic h  Mieck (178^-1073) began h is  c a re e r  as a  s tu d e n t o f 
theo logy  and c lo se d  i t  a s  a  s u c c e s s fu l  te a c h e r  o f  p ia n o fo r te .  His 
approach  c o n s is te d  o f  ap p ly in g  th e  g r e a te s t  c a r e ,  sen se , and in te l l ig e n c e  
to  th e  te a c h in g  o f  techn ique  and e x p re ss io n . He was one o f  the  f i r s t  
te a c h e rs  to  an a ly ze  p r in c ip le s  o f p ian o  p la y in g , p r in c ip le s  he l a t e r  
expounded in  a  p a s p h le t .  C la v ie r  und G esang. He advocated a f irm  tou ch , 
le g a to  to n e , lo o se  and q u ie t  f in g e r s  and a  y ie ld in g  w r i s t .  Though Ifeins 
von Bulow was one o f  h is  most famous p t p i l s ,  th e  r e a l i z a t io n  o f ¥ ieck * s 
id e a ls  was found in  h is  d a u g h te r , C la ra  Wieck Schumann, no ted  fo r  h e r 
w onderfu l s o n o r i ty  o f  to n e , e x q u is i te  g ra d a tio n  o f touch and ’’q u ie t” 
b r i l l i a n c e .  She ach ieved  t h i s  tone th rough  p u re  f in g e r  p re s su re  and 
w ith  th e  fo rearm  k e p t p e r f e c t ly  h o r i z o n ta l .7
Ignace M oscheles (179^-1870) made L e ip z ig  a  c e n te r  o f p ian o  
te a c h in g  and perfo rm ance. C onsidered  th e  fo rem ost p i a n i s t  a f t e r  Hummel 
and b e fo re  C hopin, he p o sse sse d  a  n o b le , s in g in g  tone and a tremendous 
f a c i l i t y  in  b ra v u ra  p la y in g . In  s in g le  n o te  p assages he advocated a  
le v e l  w r i s t  and q u ie t  hand, b u t in  oc tav e  p la y in g  he in s is t e d  t t a t  th e
7orove, o ^ . c i t . ,  ¥ ,  p .  7 lS j and Doron K. A ntrim , ”Who Are The 
W orld*s G re a te s t  P iano  T eachers?” ,  E tude, LXXI (F eb ru ary , 1953), p .  18.
w r is t  be k ep t r ig id .®
F ranz L i s z t  (I8 l0 -l8 8 ii.)  was a  m ag n ific en t te c h n ic ia n  and 
in t e r p r e t e r  b u t  n o t a  t ru e  pedagogue. B r i l l i a n t  s tu d e n ts  flo ck ed  to  
him because o f  h i s  r e p u ta t io n  and g e n e ro s ity , b u t he d id  n o t have a  
p ia n o  method. R a th e r, he ta u g h t l y  in s p i r a t io n .  From th e  pedagogic 
s ta n d p o in t h i s  g r e a te s t  c o n tr ib u t io n ,  a lo n g  w ith  Chopin and Schumann, 
was in  h is  s ty le  o f  p ian o  com position  which widened th e  scope o f p ian o  
te c h n iq u e .9
Theodore K ullak  (1812-1882), an  i i ^ o r t a n t  te a c h e r  o f th a t  e r a ,  
ad ap ted  h is  te ac h in g  to  th e  advancement and needs o f th e  s tu d e n t , 
c o r re c t in g  f a u l ty  techn ique  by means o f  slow , s o f t  p r a c t i c e .  For the  
developm ent o f m echanical f a c i l i t y ,  he d ev ised  numerous e x e rc is e s ,  the  
most i ^ o r t a n t  o f  which a re  h i s  v a lu ab le  octave s tu d ie s .  He b e lie v e d  
in  h o ld in g  th e  hand low and o b ta in in g  a  s in g in g  tone l y  throw ing the  
w r i s t  upward and fo rw ard .
I I .  DECLIME AMD REACTIOM
In  em ula tion  o f F ranz L i s z t  many o f  h is  fo llo w e rs  acq u ired  h is  
b r i l l i a n t  tech n iq u e  a t  th e  expense o f th e  in te r p r e t iv e  a sp e c ts  o f  p ian o  
p la y in g . The h a b i t  o f  e x e r t in g  unnecessa ry  fo rc e  to  o b ta in  so n o rity  
r e s u l te d ,  e s p e c ia l ly  d u rin g  th e  decade o f  th e  l87 0 * s, in  a  schoo l o f 
«piano thum pers.*  I n  r e a c t io n  to  t h i s ,  th e  more s e r io u s  m usicians
% i e r ,  c i t . ,  p .  2hl* 
^A ntrim , lo c . c i t .
^ % ie r ,  o£ , c i t . ,  p p . 2L7,8.
-  10 -
s t r e s s e d  th e  i ^ o r t a n c e  o f ntusctilar c o n tr o l ,  r a th e r  ttm n fo r c e ,  in. tone 
p ro d u c tio n . A lower p ian o  s e a t  was ad o p ted , more a t t e n t io n  was p a id  to  
th e  w r i s t ,  and th e  fo rearm  was a g a in  h e ld  in  a  h o r iz o n ta l  l in e .  This 
r e a c t io n  was made p o s s ib le  la r g e ly  th rough  th e  e f f o r t s  o f  th re e  a s tu te  
te a c h e rs ,  Ludwig Deppe, Theodore L esch e tizk y , and Tobias îfe itth a y .^
Ludwig Deppe ( I 828- I 890 ) tras th e  f i r s t  te ach e r to  p o in t  o u t th e  
im portance o f  a  d e l ib e r a te  u se  o f  th e  arm and i t s  w e ig h t. Ihe th e s i s  
o f h is  system  was th e  acqu irem en t o f  an  a b s o lu te ly  even touch  (v id e  
d e m e n t i )  th e  ad o p tio n  o f  a  v e ry  s o f t  tone and a slow  pace in  
p r a c t ic in g  w ith  m inute a t t e n t io n  p a id  to  th e  d e ta i l s  o f  m uscular move­
m ent, Emil von S au er and S i r  Donald Tovey a re  two o f the  s ta u n c h e s t 
adv o ca tes  o f  Deppe*s system . In  America W illiam  Mason c a r r ie d  forw ard 
Deppe*s p r in c ip le — th a t  th e  f in g e r  m ust f a l l  r a th e r  th an  s t r ik e  th e  
key. 12
After a distinguished career as p ia n ist, coi^oser, and teacher 
at the S t . Petersburg Conservatory, Theodore Leschetizky (1830-1915) 
went to Vienna and there developed h is method of teaching pianoforte.
W ith th e  p o s s ib le  ex cep tio n  o f  L i s z t ,  he cou ld  b o a s t th e  g re a te s t  a r ra y  
o f g i f t e d  p u p i ls  in  th e  w o rld . This r o s t e r  inc luded  Paderw eski, Schnabel, 
and Q a b rilo w itsc h . His system  reco g n ized  th re e  e s s e n t ia l s  o f p ian o  
p la y in g :  (1 ) freedom  o f  i n t e ip r e t a t i o n ,  (2 ) rhythm ic in t e g r i t y ,  and
(3 ) tone  as  b e a u t i f u l  as t h a t  o f  a  s in g e r .  He a ls o  advocated  p ra c t ic in g
llA n te im , lo c . c i t .
12orove, og_. c i t . , I I ,  p .  5 0 | and W ier, og_. c i t . ,  pp . 2 lt9 ,5 0 | and 
Amy Fay, Music S tudy in  Germany (P h ila d e lp h ia :  Theodore P re s se r  Conpany,
1880), p .  319.
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away from, th e  keyboard as  a  g re a t  la a s ic a l - in te l l ig e n c e  e x e rc is e .  The
e s s e n t i a l s  o f  h is  method have been reco rd ed  and p u b lish e d  w ith  h is  f u l l
13ap p ro v a l by h is  a s s i s t a n t ,  Malwine B ree,
Tobias M atthay was p ro b ab ly  th e  f i r s t  te ac h e r who
s c i e n t i f i c a l l y  an a ly zed  a l l  th e  m uscular problem s by reducing  them to  
b a s ic  movements. D uring h is  s u c c e s s fu l ten u re  a s  p ro fe s so r  o f  p ian o  a t  
th e  Royal Academy o f Music in  London, he took tim e o u t in  1900 to  e s ­
t a b l i s h  h is  own sch o o l based  on the  a s s o c ia t io n  o f  techn ique and psy ­
cho logy . His method develops an  e f f o r t l e s s  p ian o  tech n iq u e , e lim in a tin g  
a l l  s t i f f n e s s  and w aste  m otion. H is view c h i  p ia n o  perform ance was th a t  
a  p e rso n  can ex p ress  h im se lf  m u s ic a lly  only  th rough  th e  p h y s ic a l a c t  o f 
key d e p re s s io n , w hich in  tu rn  c o n s is ts  s o le ly  o f  th e  a c t  o f touch in  
a l l  i t s  d iv e r s i f i e d  a s p e c ts .  He b e lie v e d , as  d id  Deppe, th a t  th e  a r t  o f 
te ac h in g  d id  n o t on ly  c o n s is t  o f p o in t in g  o u t c e r ta in  f a u l t s  b u t in  ex­
p la in in g  th e  cause o f  each  f a u l t  and d i r e c t in g  th e  means o f i t s  c o r re c t io n . 
His p u p i ls  in c lu d ed  % r a  H ess, A rth u r A lexander and York B ow en.^
I I I .  RECEHT TRENDS
During the  p a s t  f i f t y  y e a rs  th e re  have been many f in e  te a c h e rs  
in  ev ery  c o u n tiy  o f  th e  w orld . For reasw is  m entioned b e fo re , th e  two
13(jrove, c£ . c i t . , I I I ,  p .  iWt; and W ier, o£. c i t . , pp . 2 ^ 0 ,1 . 
lU
G rove, oĝ . c i t . , I I I ,  p . 3$1; and Tobias f e t th a y .  M usical 
I n te r p r e ta t io n .  ï t s  Laws and P r in c ip le s ,  and T h e ir A p p lic a tio n  in  
Teaching and Perform ance (B oston : B oston Music Cospany, 1913), pp . 2 ,2 6 ,
— 12 —
te a c h e rs  o f  t h i s  g e n e ra tio n  whose methods w i l l  be used a s  bases fo r  
d is c u s s io n  in  subsequen t c h a p te rs  a re  W illiam  Wewumn and B eryl 
R u b in s te in .
D r. W illiam  Newman is  p ro fe s s o r  o f  p ian o  a t  th e  U n iv e rs ity  o f 
Worth C a ro lin a  and a u th o r  o f  two w ide ly  read  books. The P ia n is te s  
Problem s and Ifaderstand ing  B is ic . Having th e  advantage o f  a  f in e  
h e r i ta g e  o f  ex p erien ce  in  t h i s  f i e l d .  Dr. Wewman has been a b le  to  
p r o f i t  by th e  m istak es  and accom plishm ents o f  h is  p re d e ce sso rs  and to  
combine th o se  f a c e ts  o f  p ian o  pedagogy which he f e e ls  a re  th e  most im­
p o r ta n t .
B ery l R u b in s te in  was th e  d i r e c to r  and p ro fe s so r  o f  p ian o  a t  th e  
C leveland  I n s t i t u t e  o f  M isic as  w e ll as  a  c o n c e rt p i a n i s t  and c o ^ o s e r .
As an  a u th o r he has condensed h is  p ian o  p r in c ip le s  in to  a  book e n t i t l e d .  
An O u tlin e  o f  P iano  Pedagogy. H is ph ilo so p h y  i s  th a t  th e  u ltim a te  goal 
o f p ian o  p la y in g  i s  th e  c r e a t io n  o f  b e au ty , and i t  i s  the  du ty  o f the  
te a c h e r  to  s e e ,  even d u rin g  th e  p e r io d  o f  m aste rin g  the  sy n tax  o f m usical 
language, t h a t  t h i s  g o a l i s  never fo rg o tten '; ^
l^ B e ry l R u b in s te in , t o  O u tlin e  o f  P lano Pedagogy (lew  York; 
C arl F is c h e r ,  In c o rp o ra te d , 1 9 k l),  p .  TÔ".
CHAPTER I I I
MUSICIANSHIP
Music i s  a  communicative a r t  re q u ir in g  a  medium o f tra n sm iss io n  
from  composer to  au d ien ce . This medium o f  tra n sm iss io n  i s  the  p e r ­
form er o r i n t e r p r e t e r .  E f fe c t iv e  communication re q u ire s  ü ie  ba lanced  
com bination  o f m u sic ian sh ip  and te c h n iq u e . M usicianship  i s  th e  sum o f 
th o se  a t t r i b u t e s  tihat in  com bination make one an  e f f e c t iv e  m usical 
th in k e r .  Technique, in  i t s  m u scu la r-p h y sica l s e n se , i s  the  sum o f ttiose 
t r a i t s  which en ab le  th e  p e rfo rm er to  r e a l i z e  h is  m usical id e a s . The 
n e ce ssa ry  b a lan ce  i s  p a r t l y  ach ieved  by th e  u n d ers tan d in g  o f the  re ­
l a t i o n  betw een th e se  two e le m e n ts -- th e  u n d e rs tan d in g  th a t  m enta l e x ­
c e p tio n  d i r e c t s  and c x t r o l s  th e  p h y s ica l-m u scu la r energy . This f a c t ,  
t h a t  x e  m ust have som ething to  say  b e fo re  he can say i t ,  i s  the  f i r s t  
re a so n  why m u sic ian sh ip  i s  th e  more im portan t e lem ent. The second 
re a so n  i s  th a t  i t  i s  the  elem ent most l i k e ly  to  be n e g lec te d  by the  
p i a n i s t .
I n  o rd e r to  a c q u ire  m u sic ian sh ip  one must f i r s t  d isco v e r w te t 
a t t r i b u t e s  c o n s t i tu te  m u sic ian sh ip  and to  decid e  what f a c to r s ,  o th e r 
than  te c h n ic a l  f a c t o r s ,  a re  re s p o n s ib le  f o r  th e  f a i lu r e  o f  m usical 
com m unication. These a t t r i b u t e s  a re  o f  two ty p es  s (1) th o se  q u a l i t i e s  
th a t  a re  i n t e l l e c t u a l  in  so u rce , and (2 ) th o se  q u a l i t i e s  th a t  a re  
p r im a r i ly  m usica l in  so u rc e .
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I .  FACTORS RESPONSIBLE FOR THE FAILURE OF MUSICAL COMMUNICATION 
G eneral F a c to rs
These f a c to r s  a re  s u b je c t  to  change and l^ ro v e m e n t through 
m ental t r a in in g  and a re  n o t p a r t i c u l a r l y  dependent on m usical t a l e n t .
In c o r re c t  approach . S p e c ia l iz a t io n  i s  a  dangerous c h a ra c te r­
i s t i c  o f  today*s s o c ie ty ,  e s p e c ia l ly  in  th e  music p ro fe s s io n . The 
p i a n i s t  i s  l i k e ly  to  th in k  o n ly  in  term s o f  h is  p a r t i c u l a r  in s tru m en t. 
Such an  a t t i t u d e  i s  i r r a t i o n a l ,  f o r  a  m u sic ian  must exp ress m usic. In  
o rd e r to  ex p ress  m usic and to  become a  communicative p e rso n , he must 
become aware o f  th e  r e la te d  a r t s — l i t e r a t u r e ,  drama, b a l l e t ,  p a in t in g ,  
and a r c h i t e c tu r e .  He m ust a ls o  g a in  an  u n d ers tan d in g  o f r e la te d  m usical 
f i e l d s  th rough  th e  s tu d y  o f harm or^, c o u n te rp o in t, form and music 
h i s to r y .  The developm ent o f  m u sic ian sh ip  re q u ire s  the  p i a n i s t  to  in ­
v e s t ig a te  th e  m u sica l rew ards o f accompanying and ensemble work.
Lack o f  o r i g i n a l i t y . I n d iv id u a l i ty  o f  in te r p r e ta t io n  i s  an  im­
p o r ta n t  goal f o r  th e  p e rfo rm e r. Seme p i a n i s t s  rem ain s tu d en ts  f o r  
t h e i r  e n t i r e  l i v e s ,  s im u la tin g  th e  p e rfo n m n ce  o f  o th e rs  and never 
le a rn in g  to  th in k  fo r  th em se lv es . Though the  s tu d y  o f R ub instein*s 
m u sica l i n t e r p r e ta t io n  may be a  v a lu ab le  way to  g a in  background and 
develop  m usical t a s t e ,  a c tu a l  im ita t io n  i s  an o b s ta c le  to  s e l f -  
e x p re s s io n ,
I^ j ro p e r  b a la n c e . The s e n s i t iv e  p i a n i s t  o f te n  p u ts  too  much 
e iç )h asis  on th e  r o le  o f  em otion o r te ^ e r a m e n t ,  fo r g e t t in g  th a t  em otion
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must he guided by r a t i o n a l ,  i n t e l l i g e n t  th o u g h t. The m usician  m ust be 
i n t e l l i g e n t  enough to  know and u n d e rs tan d  what he is  doing and how i t  
can b e s t  be done w ith in  th e  l im i t s  o f  h is  c a p a b i l i t i e s .
Once a  degree o f o r i g i n a l i t y  i s  a cq u ired , i t  i s  n e ce ssa ry  to  
b r in g  in to  p ro p e r p e r s p e c tiv e  one*s o r ig in a l  in te r p r e t iv e  id eas  w ith  
th e  in te n t io n s  o f  th e  composer. The s tu d e n t m ust study  and a s s im ila te  
th e  l i f e ,  a t t i t u d e s ,  and p h ilo so p h y  o f each  coiç>oser he s tu d ie s  and 
f a m i l ia r iz e  h im se lf  w ith  a  r e p re s e n ta t iv e  sae p le  o f  the  c o ^ o s e r* s  w orks, 
h is  s ty le  o f  c cm ^ o sitio n , and h is  h i s t o r i c a l  p o s i t io n .  Once the  
em otions and in te n t io n s  o f  th e  composer a re  u n d ers to o d , they  must be 
b ro u g h t in to  p ro p e r fo cu s  w ith  th e  s tu d e n t 's  own em otions and th o u g h ts . 
Even when th e  com poser's  in te n t io n s  a re  e s q s l ic i t ,  th e re  i s  some room 
f o r  in d iv id u a l i ty  on th e  p a r t  o f  th e  p e rfo rm er.
Lack o f  d e d ic a t io n .  Love o f o n e 's  work, which i s  c o ^ l e t e  d ed i­
c a t io n  to  a  ta s k ,  i s  e s s e n t i a l  to  th e  m u sic ian . The s tu d e n t must have 
th e  am b itio n  and en thusiasm  to  s t r i v e  fo r  degrees o f  p e r f e c t io n .  He 
must le a r n  to  work c a r e f u l ly  and d i l i g e n t ly  to  a t t a i n  th i s  goal w ith ­
o u t s a c r i f i c in g  th e  im p o rtan t and v i t a l  c h a r a c te r i s t i c  o f  sp o n ta n e ity . 
D ed ica tio n  p resupposes and im p lie s  s in c e r i t y ,  t h a t  honesty  o f  con­
v ic t io n  th a t  i s  e s s e n t i a l  to  any a r t .  S in c e r i ty  and d e d ic a tio n  induce 
th e  acqu irem en t o f  (1 ) s e l f - d i s c i p l i n e ,  th e  means o f  sy s te m a tic a lly  
r e a l iz in g  o n e 's  gcm ls; (2 ) s e l f - c r i t i c i s m ,  a  r e q u is i t e  to  p e r f e c t io n ;  
and (3 ) c o n c e n tra tio n , th e  a b i l i t y  to  b r in g  o n e 's  com plete a t t e n t io n  to  
b ea r on th e  problem  a t  hand.
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T im id ity » p i a n i s t s  approach th e  in stru m en t a s  though they
were a f r a id  o f i t .  Lack o f  f o r c e f u l  c o n v ic tio n  i s  e a s i ly  a s c e r ta in e d  
by th e  au d ience  and o f te n  s p o i l s  an  o th erw ise  good perform ance.
M isunderstand ing» The s tu d e n t  i s  o f te n  unab le  to  d i f f e r e n t i a t e  
betw een th e  e s s e n t i a l s  and th e  n o n e s s e n t ia ls .  This i s  rem edied by 
e x p e r ien c e , fo rm al a n a ly s is ,  c r i t i c a l  l i s te n in g  Im b its  and by gain ing  
a  c le a r  p ic tu r e  o f  th e  w hole. Too o f te n  so  much a t te n t io n  i s  p a id  to  
d e t a i l s  t h a t  th e  whole i s  b lu r r e d  and th e  perform ance becomes an inco­
h e re n t  s e r i e s  o f  i s o la te d  frag m en ts . A tte n tio n  to  d e t a i l  i s  i ^ o r t a n t ,  
b u t i t  i s  more im p o rtan t to  u n d e rs tan d  th e  r e la t io n s h ip  o f one d e t a i l  to  
a n o th e r and th e  r e la t io n s h ip  o f  each  d e t a i l  to  th e  e n t i r e  c o ^ o s i t i o n .  
One m ust n o t a llo w  th e  t r e e s  to  become an o b s ta c le  in  reco g n iz in g  the 
f o r e s t .
Reading i n a b i l i t y . The im portance o f f a c i l i t y  in  read in g  m usical 
n o ta t io n  i s  a i ^ r e n t  idien one r e a l i z e s  t h a t  m u sica l n o ta t io n  i s  to  the  
m is ic ia n  w hat w r i t t e n  words a re  to  th e  s tu d e n t o f  l i t e r a t u r e .  Reading 
p re s tp p o se s  a  working knowledge o f  th e  k ey b m rd , f a m i l ia r i t y  w ith  the  
v a rio u s  c l e f s ,  keys, key s ig n a tu re s ,  n o te  v a lu e s , tim e s ig n a tu re s ,  n o te  
names, t e ip o s ,  p h ra s in g , slm ding , and a  b a s ic  knowledge o f  v a r io u s  
s t r u c t u r a l  form ulae as  used  hy composers in  d i f f e r e n t  p e r io d s . F ive 
f a c to r s  m ust be remembered when re a d in g  music a t  s ig h t .
1. The to n a l i ty  in  which a  c ( p o s i t i o n  i s  w r i t t e n .
2 . The m eter in  w hich a  com position  i s  w r i t t e n .  Rhythm i s  more
i ^ o r t a n t  th an  n o te s  in  s ig h t- re a d in g .
3» The tempo in which a composition is  indicated to be played.
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ii. Obedience to  w hat th e  eyes p e rc e iv e  and re co g n ize . This is  
e s p e c ia l ly  is ip o rta n t to  th o se  who p la y  by ea r and tend  to  
p la y  what th ey  b e lie v e  th e  sound to  be r a th e r  th an  what i s  
a c t tm lly  w r i t t e n .
Forward m otion r e g a rd le s s  o f  e r r o r s .^
M usical F a c to rs
Though none o f th e  c o ^ o n e n ts  o f  m u sic ian sh ip  a re  c o ^ l e t e l y  
m u sica l o r i n t e l l e c t u a l  in  n a tu re , th e re  a re  s e v e ra l  f a c to r s  th a t  a re  
d e r iv e d  more s p e c i f i c a l l y  from  m u sica l th an  from  in t e l l e c t u a l  so u rces .
The e a r .  C e r ta in  c h a r a c te r i s t i c s  have been  e x o rb i ta n t ly  magni­
f ie d  in  i% )ortan ce  la rg e ly  because o f  th e  in flu en c e  o f  Dr. Seashore 
and h is  t e s t s  o f m u sica l m easurem ent. The a b i l i t y  to  d is t in g u is h  
s u b t le  changes in  p i t c h ,  tone d u ra tio n , rhythm ic g ro tp in g s , tis±»re, and 
m usical memory may or may n o t be im p o rtan t, b u t a lone  they  do n o t 
a cco u n t f o r  m u s ic ian sh ip . Through i n t e l l i g e n t  p r a c t ic e  a  p e rso n  n o t 
n a tu r a l ly  endowed w ith  p e r f e c t  p i t c h  can a cq u ire  good r e l a t i v e  p i tc h ,  
a  g re a te r  aw areness to  tone d u ra tio n , tim b re , and rhythm ic p u ls e ,  and 
isp ro v e  h is  m u sica l memory. Ear t r a in in g ,  in  th e  form o f m elodic and 
rhythm ic d i c t a t i o n ,  s ig h t - s in g in g ,  and th e  s tu d y  o f in te n m l  r e l a t i o n ­
sh ip s  can improve th e se  c h a r a c te r i s t i c s  u n le ss  th e  s tu d e n t is  p h y s ic a lly  
handicapped .
P la y in g  by e a r .  The a b i l i t y  to  p la y  by e a r ,  depending on how i t  
i s  u sed , can be e i th e r  a  b le s s in g  or a  h ind rance  to  th e  p ian o  s tu d e n t .
^B eryl Bib in s  t e  in .  The P ia n is t* s  Approach to  S ight-R eading and 
Memorizing (New York* C a rl F is c h e r ,  In c o ip o ra te d , 19I4O ;, p .  9 ,
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I t  can  be a  g re a t  a id  to  m e m o ri^ tio n  as  w e ll as an immediate source  o f 
m u sica l en jc^m ent. Though an  in h e re n t t a l e n t ,  i t  can be le a rn ed  to  some 
d eg ree  and i:^ ro v e d  i f  a lre a d y  p o sse sse d . The b e s t  way o f  le a rn in g  to  
p la y  by e a r  i s  to  do i t  o f te n ,  b eg in n in g  w ith  sim ple tu n e s . This should  
be a cco i# an ied  by a  thorough a n a ly s is  o f harmmy and form, which i s  p a r ­
t i c u l a r l y  h e lp fu l  when th e  s tu d en t* s  problem  is  h is  i n a b i l i t y  to  t r a n s ­
f e r  what he h e a rs  to  th e  keyboard .
The p i a n i s t  i s  c o n fro n te d  w ith  an o th er problem  o f m usic iansh ip  
t h a t  a r i s e s  because o f  th e  n a tu re  o f  th e  in s tru m en t. Except f o r  the  
o rg an , th e  p ia n o  i s  the  m ost m echanical o f  a l l  m u sica l in s tru m e n ts , a  
c o n p lic a te d  system  o f k ey s, Mmmers, le v e r s ,  and s t r in g s .^  The 
p i a n i s t  m ust overcome t h i s  problem  o f m ecM nics and make the  in strum en t 
a s  much a  p a r t  o f h im se lf  as th e  v o ca l ap p ara tu s  i s  a  p a r t  o f  th e  s in g e r .
These f a c to r s  in  com bination  a r e  the  e s s e n t ia l  conponents o f 
m u s ic ian sh ip . In  a d d i t io n  to  th e se  ta n g ib le  e lem en ts , th e re  i s  th e  in ­
ta n g ib le  e lem ent o f  m u sica l i n t u i t i o n ,  th a t  s u b t le  m usical in s ig h t  th a t  
form s th e  b a s is  f o r  m u sica l t a s t e .  Though s u b je c t  to  developnœnt 
th rough  c a r e f u l  s tu d y , c r i t i c a l  l i s t e n in g ,  and in s t r u c t io n  w ith  a  com­
p e te n t  te a c h e r ,  i t  i s  an  in d e f in a b le  "d iv in e  sp ark "  t h a t  i s  a  g i f t  o f 
God.
% r th u r  L o esse r, c i t e d  by W illiam  Hewmn, The P ia n is te s  Problems 
(Hew York: Ba.rper and B ro th e rs , 19^6), P re fa c e .
CmPTER IV 
TECHNIQUE
Technique was p re v io u s ly  d e fin e d  as  th e  sum o f those  t r a i t s  th a t  
a llo w  one to  r e a l i z e  h is  m u sica l id e a s . These t r a i t s  a re  o f  two typess
(1 ) th o se  concerned w ith  th e  a r t  o f f in g e r  d e x te r i ty  g and (2 ) th o se  C ( m -  
cerned  w ith  th e  p h y s ic a l  a s p e c t  o f tone  p ro d u c tio n . These two t r a i t s  
a re  in e x tr ic a b ly  co nnec ted , fo r  i t  i s  i :^ o s s ib le  to  have c o n tro l  w ith o u t 
tone or tone w ith o u t f in g e r  c o n tro l .
M echanical d i f f i c u l t y  a t  th e  keyboard c o n s is ts  o f going from one 
no te  o r com bination  o f  n o te s  to  a n o th e r n o te  or com bination o f  n o te s . 
This n e c e s s i ta te s  a  c o ^ l e t e  c o o rd in a tio n  o f  a l l  m uscular movements.
The a c q u is i t io n  o f  such  f in e  m uscular c o o rd in a tio n  in  co n ju n c tio n  w ith  
m en ta l c o o rd in a tio n  i s  e s s e n t i a l ly  th e  a c q u is i t io n  o f tech n iq u e .
S in ce  th e  u l t im a te  g oa l o f m echanical d e x te r i ty  i s  th e  p ro d u c tio n  
o f to n e , th e  p i a n i s t  m ust u n d ers tan d  how tone i s  produced. The p i a n i s t  
i s  in  p o s se s s io n  o f fo u r  p h y s ic a l  to n e  p roducing  mechanisms * ( 1) th e
f in g e r  moving from  th e  knuckle? ( 2 ) th e  hand moving from th e  w r is t?  (3 ) 
th e  fo rearm  moving from  th e  elbow? and (l|.) th e  xjpper arm moving from 
th e  s h o u ld e r . Working on th e  lev erag e  p r in c ip l e ,  th e  key a c t s  as  the  
d i r e c t  o b je c t  o f  fo r c e ,  th e  f in g e r  as th e  le v e r ,  th e  knuckle o r j o in t  
as th e  fu lc ru m , and th a t  s e c t io n  above th e  knuckle a s  th e  s ta t io n a iy  
base  o f th a t  m uscle th a t  connects w ith  and p ro p e ls  the  le v e r .  This a c t  
o f  p ro p u ls io n  r e q u ire s  m uscle c o n tra c t io n , fo r  c o u p le te ly  re la x ed
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m uscles a r e  incsçiable o f m otion . The d e s ire d  amount o f  c o n tra c t io n  i s  
th a t  which i s  n e ce ssa ry  to  s e t  w eigh t in to  m otion , such as  in  the  a c t  
o f  w a lk in g . 1
The pu ipose  o f  t h i s  c h a p te r  is  to  d e s c r ib e , th rough  th e  study  
o f  m aste r m ethods, how such m uscular c o o rd in a tio n  can be ach ieved  and 
how tone  i s  p h y s ic a l ly  p roduced .
I .  LUWIQ DEPPE: TOBE THROUGH THE APPLICATION OF WEIGHT
Ludwig Deppe «s system  p re s c r ib e d  th e  developm ent o f  an even 
to u ch , th e  acquirem ent o f  an ex trem ely  s o f t  to n e , a t t e n t io n  to  m uscular 
c o n tro l ,  and a  slow teiqjo in  p r a c t ic in g .
M echanical p re p a r a t io n . Deppe in s i s t e d  th a t  th e  f in g e r s  be a s  
curved as p o s s ib le  and th a t  th e  hand be tu rn e d  o u t so  th e  knuckles o f  
th e  t h i r d  and fo u r th  f in g e r s  a re  s l i g h t ly  h ig h e r than  th e  knuckles o f  
th e  f i r s t  and second f in g e r s ,  g iv in g  them a  h ig h e r f a l l  when l i f t e d .
In  doing th i s  Deppe d id  n o t a llo w  the  elbow to  be thrown o u t, b u t main­
ta in e d  t h a t  th e  tu rn  must be made from th e  w r i s t  w ith  the  thumb s l i g h t ly  
curved and f r e e  from  th e  hand. He o b je c ted  to  h ig h  f in g e r  a c t io n  as 
t h i s  ten d s  to  s t i f f e n  th e  w r i s t  and produce an  unm usical sound.
Tone through w e ig h t. Tone was Deppe»s prim e concern  and he 
never a llow ed  a  s tu d e n t  to  p la y  a  n o te  w ith o u t c r i t i c a l l y  l i s te n in g  to  
i t  and making i t  consc ious o r “bewisst.** To o b ta in  b e a u t i f u l  tone th e
^ W illi Apel ( e d . ) ,  H a rv ^ d  D ic tio n a ry  o f Music (Cambridge: 
îfervard  U n iv e rs ity  P r e s s ,  1 9 ^ ^ j, p .  580.
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s tu d e n t shou ld  n o t  s t r i k e  th e  key , b u t  l e t  th e  f in g e r  f a l l ,  hy a  de­
l ib e r a t e  use  o f th e  arm w e ig h t, from  a  p e r f e c t ly  loose w r i s t .  A t f i r s t  
th e  to n e  w i l l  be a lm o st in a u d ib le , b u t  w i l l  in c re a se  in  volume w ith  
p r a c t i c e .
S c a le s  and ch o rd s .  Though Deppe s a id  th a t  anyone could  m aster 
f in g e r  e x e c u tio n , he d id  p ropose c e r ta in  p r in c ip le s  fo r  th e  p ish in g  o f  
s c a le s  and ch o rd s . In  p la y in g  chords th e  hands should  be sp read  over
th e  keyboard "as i f  a sk in g  f o r  a  b le s s in g "  and allow ed to  f a l l  on th e
chord keys w ith o u t any r e s i s ta n c e .  Then, keeping th e  hands ex tended, 
th e  w r i s t  shou ld  be dropped and th e  hands tak en  up e x a c tly  over the  
n o te s . C onverse ;^ , in  p la y in g  s c a le s ,  th e  hand should be ga thered  in to
a  " n u ts h e l l"  and th e  p la y in g  done by th e  f in g e r  t i p s .  In  p r a c t ic in g
s c a le s  Deppe advocated  beg inn ing  in  th e  c e n te r  o f  the  keyboard and a s ­
cending  th re e  oc tav es  w ith  th e  r i g h t  hand and descending th re e  octaves
w ith  th e  l e f t  hand. This shou ld  be done slow ly  a t  f i r s t  and the hands
2
s e p a r a te .  As t e ^ o  i s  in c re a se d  th e  two hands can be combined.
I I .  LESCHETIZKYs TONE THROUGH DEVELOPMENT OF THE PERFECT FINGER
L esch e tizk y  f e l t  t h a t  th e  key to  tone  p ro d u c tio n  was through th e  
develcqm ent o f  th e  p e r f e c t  o r hammer f in g e r .  In  f a c t ,  no p u p il  o f h is  
escaped  c e r t a in  te c h n ic a l  e x e r c is e s :  f in g e r  e x e rc is e s  fo llow ed  by s c a le s ,  
a rp e g g io s , t r i l l s ,  and doub le-no t e s ,  cu lm in a tin g  in  th e  f i r s t  th re e
^Amy Fay, H usic S tudy in  Germany (P h ila d e lp h ia :  Theodore P re s se r  
Conpany, I 88O ), p p . 288-313.
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s tu d ie s  o f  Czeri%r*s opus 7iiO. C o n tro l o f th e  keyboard demands c o n tro l 
over each in d iv id u a l f in g e r ,  id iich , in  tu rn ,  re q u ire s  th e  s tu d e n t to  
become f in g e r  co n sc io u s . Each f in g e r  should  be e x e rc ise d  u n t i l  i t  be­
comes a  p ie c e  o f  «hard f l e x ib l e  rubber.** Tone q u a l i ty  i s  dependent on 
th e  in d iv id u a l  f in g e r  s tro k e  and i s  consequen tly  fo s te re d  by th e  c o r re c t  
s tu d y  o f  e x e rc is e s .- '
M echanical p r e p a r a t io n .  The f in g e r s  shou ld  be k ep t c lo se  to  th e  
keys and so  curved  t h a t  th e  t i p  j o in t s  f a l l  v e r t i c a l l y  on th e  keys.
This does n o t mean an a t t i t u d e  o f  s t r ik in g  the  keys b u t a  molded, s id e ­
ways «taking-out** movement w ith  key c o n ta c t fingers.b The hand should  
assume a  v a u lte d  form  w ith  th e  w r i s t  somewhat lower than  th e  knuckles 
and th e  thumb h e ld  away from  th e  hand, i t s  t i p  j o i n t  b e n t so  th e  key can 
be s tru c k  from  the  edge. In  th e  p ro d u c tio n  o f  a  s in g le  to n e , th e  t i p  o f 
th e  f in g e r  shou ld  s l i g h t l y  sweep th e  key , r e le a s in g  i t  th rough a  modi­
f i e d  u se  o f  th e  a rc  o r  c i r c u l a r  m otion o ccu rrin g  a t  the  end o f  the  f in g e r  
s t r o k e .  When th e  f in g e r  i s  re le a s e d  from  th e  key , i t  shou ld  n o t change 
form , b u t  rem ain  cu rved . I n  f o r t e  p assag es  the  b la c k  keys a re  s tru c k  
w ith  an  o u ts t r e tc h e d  r a th e r  th an  curved f in g e r .^
3%iry Homan B oxall Boyd, “The Hammer F in g er o r P e r fe c t  F in g e r ,“ 
E tu d e , LXX (May, 1952), p .  9 .
I f e ie r ,  “Some H ig h lig h ts  o f  A rtu r  Schnabel*s T each ing ,** 
E tu d e , LXX (F eb ru ary , 1952), p .  9 .
^îfelwine B ree, The Groundwork o f  th e  L esch e tizk y  Method ( t r a n s .  
by Theodore B ak e r) , (lew  Yorks G. S ch irm er, In c o rp o ra te d , 1905), p .  2 .
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F in g e r e x e r c is e s . L esch e tizk y  advocated  the same e x e rc ise  
d e m e n t i  used  f o r  g a in in g  f in g e r  independence,^  A nother e x e rc is e  fo r  
th e  developm ent o f  th e  p e r f e c t  f in g e r  i s  to  p la c e  th e  hand in  a  f i v e -  
f in g e r  p o s i t io n  and p la y  a l l  p o s s ib le  f in g e r  and thumb com binations, in  
t r i p l e t s  and w ith o u t a c c e n t .?  In  p r a c t ic in g  th e se  e x e rc is e s  the  aim i s  
evenness o f  to n e , accom plished by an unequal e x e r tio n  o f p re s su re  on the  
keys in  confo rm ity  w ith  th e  uneqim l le n g th  and m uscular s tre n g th  o f  the  
f in g e r s .  To av o id  f a t ig u e ,  th e  hands shou ld  be a l te r n a te d  and th e  
w r is t s  lowered and r a is e d  f re q u e n tly  d u rin g  p r a c t ic e .  In  the  s tu d y  o f 
a c tu a l  c o n fjo s itio n s , e x e rc is e s  shou ld  be composed o f th e  no te  p a t te r n s  
where th e  weakness o c cu rs .^
S c a le s .  In  p la y in g  s c a le s  th e  s tu d e n t  must be c a re fu l  n o t to  
je r k  th e  arm forw ard  when th e  thumb tu rn s  under, b u t a llo w  the  arm to  
fo llo w  th e  hand movement ev en ly  and h o r iz o n ta l ly .  The w r is t  shou ld  be 
h e ld  lo o s e ly  and f r e e  o f  any v e r t i c a l  movement. S c a le s  should  be 
p r a c t ic e d  slow ly  and hands s e p a ra te ly ,  though dynamic shading should  
s t i l l  be e îç ilcy ed . At a  f a s t e r  t e ^ o  th e  f in g e r s  should  be l i f t e d  
q u ic k ly  a f t e r  each  f in g e r  s tro k e  to  o b ta in  th e  d e s ire d  p e a r ly  q u a l i ty  
o f  to n e . In  th e  chrom atic  s c a le  th e  w r i s t  must be h e ld  s l i g h t ly  h ig h er 
th a n  f o r  th e  d ia to n ic  s c a l e . ?
% ee page 6 .
?Boyd, lo c . c i t .
^B ree, c £ .  c i t . ,  p p .  i t , 5 .  
9 l b i d . ,  p .  1 8 .
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Chordso The p r in c ip le  o f  chord p la y in g  i s  to  p re s s  r a th e r  than  
s t r i k e  th e  key s. The hand sh o u ld  be a rched  as  f a r  as  n a tu r a l  s t r e t c h  
p e rm its ,  th e  f in g e r s  cu rv ed , and th e  f in g e r  t i p s  kep t f irm  du rin g  th e  
s t r o k e .  This i s  accom plished by an  up o r down w r i s t  movement. In  a  
slow  su cc e ss io n  o f  chords e i t h e r  w r is t  movement is  p o s s ib le ,  b u t in  a  
ra p id  su cc e ss io n  on ly  th e  upward movement i s  a p p lic a b le . W rist movement 
must be in c re a se d  in  p ro p o r t io n  to  th e  volume d e s ire d . The chord should  
be p re p a re d  above th e  keyboard b e fo re  th e  s tro k e  i s  r e a l iz e d ,  and once 
the  chord i s  p re s s e d , the  w r i s t  should  be re la x e d  im m ediately.
S in ce  th e  m elodic theme u s u a lly  l i e s  in  the  h ig h e s t  chord to n e , 
the  p i a n i s t  must em phasize t h i s  to n e . This can be done by s t r e tc h in g  
th e  f in g e r  a ss ig n e d  to  th i s  tone  o u t on th e  key and p re s s in g  i t  down 
d e e p e s t in  th e  key w h ile  th e  o th e r  f in g e r s  a re  e a s i ly  rounded and de­
scend ing  v e r t i c a l l y  on th e  k e y s . When th e  chords fo llo w  each o th e r  a t  
a  co m p arativ e ly  slow  p a c e , th e  f in g e r s  o f  th e  u p l i f t e d  hand should  be 
h e ld  e a s i ly  and c o n t r a c te d ' in to  a  f i s t  to  g ive th e  m uscles a  chance to  
r e s t  b e fo re  going to  th e  n e x t ch o rd .
S ty le s  o f  Touch
L esch e tizk y  p e rc e iv e d  fo u r  s ty le s  o f  to u ch : (1) le g a to , (2 ) th e
l i f t e d  to n e , ( 3 ) p o r t a to ,  and (it) s ta c c a to .  ^
l O lb id . .  p p . 3 3 ,3 6 . 
^^I b id . , p p . 28- 31 .
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L egato . The s e c r e t  o f le g a to  p la y in g  i s  to  l i f t  the  f in g e r  from 
i t s  d ep re ssed  s t a t e  only  when th e  n e x t f in g e r  has s tru c k  i t s  key. A 
g r e a te r  degree o f  le g a to  re q u ire s  ü ie  p la y e r  to  l e t  th e  f in g e r  l i e  a  
moment longer in  i t s  d ep ressed  s t a t e  a f t e r  the  n e x t key i s  s t ru c k . I f  
th e  s t r e n g th  o f  th e  f in g e r  does n o t s u f f ic e  in  o b ta in in g  a  f u l l  le g a to , 
i t  may be r e in fo rc e d  by w r i s t  p re s s u re .  This i s  done by touching  th e  
key l i g h t l y  and fo rc in g  the  f in g e r  to  p re s s  th e  key down deep ly . To
do t h i s  th e  w r i s t  and f in g e r  j o i n t s  must rem ain f irm  so th a t  key co n tac t
i s  n o t l o s t .  The same e f f e c t  can be ach ieved  by a  ra p id  downstroke o f 
th e  w r i s t .  Im m ediately a f t e r  s t r i k in g  th e  key , th e  w r is t  m ust r e tu rn  to
i t s  norm al p o s i t io n  w h ile  th e  f in g e r s  touch th e  keys l ig h t ly .
The l i f t e d  to n e . The l i f t e d  tone  i s  a  touch  v a r ia n t  th a t  r e ­
q u ire s  a  lo o se  w r i s t  and f irm  f in g e r  j o i n t s .  The curved f in g e r  touches 
th e  key l i g h t l y  and n o is e le s s ly ,  p re s s e s  i t  down w ith  a  s w if t  s tro k e  
and i s  i n s t a n t ly  l i f t e d  from  th e  key by th e  hand th a t  i s  f ly in g  back 
from  th e  w r i s t .
P o r ta to . This to u ch  i s  r e a l iz e d  by having  th e  f in g e r  p re s s  the  
key down s lo w ly , h o ld  i t  f i rm ly  f o r  a  moment, and then  l i f t  i t  slow ly  
ly  r a i s in g  th e  hand and fo rearm .
S ta c c a to . In  p la y in g  s ta c c a to  th e  keys a re  n o t p re s se d  b u t 
s t r u c k  down from  above. F in g e r s ta c c a to  i s  p lay ed  by throw ing the 
f in g e r s  tpw ard  w ith  a  f irm  b u t  loose  w r i s t .  This a llow s th e  h ig h , 
curved  f in g e r  to  s t r i k e  th e  key s w i f t ly  and move back to  p o s i t io n  imme­
d i a t e l y ,  In  a  ra p id  te s p o , t h i s  s ta c c a to  becomes a  n o n -le g a to , fo r  th e
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f in g e r  does n o t  have tim e to  draw back  f n l l y  b e fo re  r e a l iz in g  th e  nex t 
s t r o k e .  In  w r i s t  s ta c c a to  th e  curved f in g e r  i s  thrown tp o n  ü ie  key, 
s t r i k in g  i t  p r e c i s e ly ,  and w ithdraw n in s ta n t ly  by th e  w r i s t .  Inc reased  
teiq jo  re q u ire s  th e  w r i s t  movement to  become p ro g re s s iv e ly  s m a lle r .
Sommation
L esch e tizk y  b e lie v e d  t h a t  th e  a tta in m e n t o f techn ique re q u ire d  
tone p ro d u c tio n  to  be approached by c o n tro l  over th e  in d iv id u a l f in g e r  
s t r o k e ,  th rough  a  thorough  m uscular developm ent and by p ro p er study  o f 
e x e r c is e s ,
I I I ,  M T im Y î TONE PRODUCTION THROUGH THE ACT OF TOUCH
Q u a lity , q u a n t i ty ,  and d u ra tio n  o f  to n e , acco rd in g  to  îfeitthay, 
a re  dependent tçion ( l )  a  knowledge o f  th e  p ia n o j ( 2 ) an  un d ers tan d in g  o f 
hand and body p o s i t io n ;  and ( 3 ) th e  m uscular h a b i t  gained from  c o r re c t  
use  o f  th e  touch  a c t .
In s tru m e n ta l Knowledge
There a re  two s p e c i f i c  c h a r a c te r i s t i c s  o f  th e  p iano  t h a t  must be 
k e p t in  minds ( l )  caice th e  hammer 1m s h i t  th e  s t r i n g ,  th e re  i s  noth ing  
th a t  can be done to  in f lu e n c e  the to n e ; and (2 ) th e  r e s is ta n c e  o f  the  
keys demands th a t  th e  p i a n i s t  become key co n sc io u s , ab le  to  judge the  
amount o f key r e s i s ta n c e  in s ta n t ly  and in  a l l  s i tu a t io n s ,
12
Tobias f e t t h a y .  F i r s t  P r in c ip le s  o f P ia n o fo r te  P lay in g  
(London: Bosworth and Cc#)any, L td , ,  1905), p .  3 .
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M echanical P re p a ra tio n
The s tu d y  o f  p o s i t io n  i s  im portan t as  a  means ( l )  o f o b ta in in g  
m uscular f a c i l i t y  in  i t s  e a s i e s t  form ; ( 2 ) o f f a c i l i t a t i n g  the  i s o la t io n  
o f  each s e t  o f m uscular im pulses from  i t s  o p p o s ite  s e t ;  ( 3 ) o f  le a rn in g  
to  r e s t  p ro p e r ly  on th e  keys by le av in g  th e  hand and f in g e r s  f r e e  from 
c o n tra ry  e x e r t io n ;  (U) o f le a rn in g  to  tim e th e  cu lm in a tio n  and c e s s a tio n  
o f energy  t h a t  i s  a p p lie d  to  move th e  key; ( 5 ) o f a c q u ir in g  th e  a b i l i t y  
to  use  th e  f in g e r s  and hand in d ependen tly  o f  any downward-acting arm 
f o r c e ;  and ( 6 ) o f  p re p a r in g  f o r  th e  a c t  o f  to u ch .
The f i r s t  s te p  in  a ch iev in g  th e se  goa ls  i s  to  a cq u ire  a  p ro p er 
hand p o s i t io n .  The n a i l  ph a lan x  o f  th e  thumb should  be in  a  s t r a ig h t  
l in e  w ith  i t s  key , th e  hand b e in g  le v e l  and th e  knuck les even or 
s l i g h t l y  e le v a te d . The w r i s t  shou ld  approxim ate the  le v e l  o f  the  
knuck les though some s l i g h t  v a r ia n c e  i s  p e rm is s ib le .  The forearm  
shou ld  be le v e l  w ith  th e  w r i s t  and th e  whole arm from sh o u ld er to  w r i s t  
opened o u t in to  an  o b tu se  a n g le . U ltim a te ly , th e  e n t i r e  lev erag e  system  
shou ld  become one “ liv ing '*  le v e r .  The amount o f  f in g e r  c u rv a tu re  is  
dependent on th e  s t r e n g th  o f th e  f in g e r s .  A v e ry  s tro n g -f in g e re d  
p e rfo rm er i s  a b le  to  e sp lo y  f l a t  f in g e r s  even in  passages re q u ir in g  
c o n s id e ra b le  volume. The l im i t  o f  f l a t  f in g e r  work v a r ie s  w ith  the 
m uscular developm ent o f  th e  p i a n i s t . ^
l ^ l b i d . .  p p . 6 2 ,7 7 .
^ I b i d . ,  p p . 2 2 ,2 3 ,1 0 6 ,1 0 7 .
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The A ct o f  Totich
The a c t  o f  to u c h , th e  m ost Im portan t a sp e c t o f tone p ro d u c tio n , 
i s  a  s u b je c t  eiç»hasi2ed in  H atthay*s w r i t in g s .  He has reduced th i s  a c t  
to  th e  b a s ic  p r in c ip le s  o f  ( 1 ) touch  s p e c ie s ,  ( 2 ) touch  movements, (3 ) 
to u ch  i n i t i a t o r s ,  (k ) touch  r e s t in g  c o n ce p ts , and ($) touch  f in g e r  
a t t i t u d e s .
Touch s p e c ie s . The th re e  sp e c ie s  o f  touch fo rm atio n  approxim ate 
th e  p re v io u s ly  m entioned p la y in g  m echanisms. The f i r s t  sp ec ie s  i s  th e  
f in g e r  e x e r te d  a g a in s t  th e  key in  com bination  w ith  a  re la x e d  w r is t  and 
s e lf - s u p p o r te d  arm. The second sp e c ie s  i s  the  hand e x e r te d  behind  th e  
f in g e r s ,  c o tp le d  w ith  a  f lo a t in g  arm. The th i r d  sp e c ie s  invo lves arm 
w e ig h t, c o tp le d  w ith  hand and f in g e r  e x e r t io n .
Touch ty p e s . The fo u r  ty p es  o f touch  a r e :  (1 ) th e  hand, (2 ) th e  
f in g e r ,  (3 ) th e  arm, and (Ij.) th e  r o ta r y  tcnich. In  th e  f in g e r  touch only  
th e  f in g e r  moves. I t  may be done through any o f the  th re e  s p e c ie s .  The 
hand o r w r i s t  to u c h , in  which only  th e  hand moves d u ring  key d e sc e n t, 
may be done th rough  e i th e r  second o r t h i r d  s p e c ie s .  The arm touch , in  
w hich th e  arm i s  a llow ed  to  f a l l  o f  i t s  own w eig h t, can on ly  be e i^ l ty e d  
th rough  t h i r d  s p e c ie s .  Ih e  need f o r  th e  r o ta r y  touch a r i s e s  from th e  
f a c t  t h a t  th e  in n e r s id e  o f  th e  hand i s  s tro n g e r  t t a n  th e  o u te r s id e .
IS  I b i d . , p p . li-22 , 58 -60 , 65, 71, 79-81; and Tobias f e t th a y .  
Some Commentaries on The Teaching o f  P ia n o fo r te  Tedm ique (London: 
Bosworth and Company, L td . ,  1911), pp . 1 -8 , lh -1 8 .
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C onsequently  th e  two s id e s  can n o t be a l t e r n a t e ly  e x e r te d  w ith  th e  same 
degree o f  fo rc e  u n le s s  th e  fo rea rm  m uscles a re  a l t e r n a t e ly  re la x e d  and 
e x e r te d . This r e la x a t io n  and e x e r t io n  m ust be d ir e c te d  from th e  f in g e r  
th a t  has p lay ed  tow ard th e  f in g e r  th a t  i s  ab o u t to  p la y ,  th e  p reced in g  
f in g e r  a c t in g  as  a  p iv o t .  These m uscular movements c o n s t i tu te  the  in ­
v i s ib le  a sp e c ts  o f  th e  touch  a c t .  During th i s  a c t  th e re  should  be no 
w r i s t  d isp lacem en t b u t  a  mere p a r t i a l  revolvem ent by the  w r is t  on i t s  
own a x i s .  The ch o ice  o f  to u ch  i s  determ ined  by  th e  speed o f the  
p assag e  though th e  r o ta r y  touch  i s  invo lved  in  a l l  p la y in g .
Touch i n i t i a t o r s . The a c t  o f  touch  may be s t a r t e d  by e i th e r  a 
w i l l in g  m uscular e x e r t io n  o r by a w il l in g  r e le a s e  o f  w e ig h t. F i r s t  and 
second sp e c ie s  a re  n e c e s s a r i ly  m uscu larly  i n i t i a t e d .  T hird  sp ec ie s  may 
be i n i t i a t e d  in  e i t h e r  m anner. I f  i n i t i a t e d  m uscu larly , the  hand and 
f in g e r  e x e r t io n  m ust be w il le d  o r determ ined  b u t the  arm re le a s e  allow ed 
to  occur in  answer to  the r e a c t io n  f e l t  a t  th e  w r i s t .  In  w e ig h t- in i t ia te d  
th i r d  sp e c ie s  th e  arm r e le a s e  i s  w ille d  and the  f in g e r s  and hands allow ed 
to  a c t  in  response  to  th e  w e ig h t f e l t  to  be  s e t  f r e e .
Touch f in g e r  a t t i t u d e s . The two f in g e r  a t t i t u d e s  a re  th e  th r u s t ­
ing and c lin g in g  a t t i t u d e s .  The th ru s t in g  a t t i t u d e  re q u ire s  curved 
f in g e r s  and a  c o n tra c te d  upper arm. The c l in g in g  f in g e r  approach r e ­
q u ire s  a  re la x e d  upper arm. The f in g e rs  a re  f l a t  and th e  key i s  de­
p re s se d  by th e  f le s h y  u n d e rs id e .
Touch r e s t i n g  c o n cep ts .  The rem ain ing  m uscular a c ts  a re  th e  a c ts  
o f  r e s t i n g  aM  a d d e d - i i# e tu s .  The a c t  o f  r e s t in g  th e  hand on the  key-
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board  i s  a  con tinuous a c t  and t e l l s  th e  perfo rm er o f  th e  key*s p la c e  
and r e s i s t a n c e .  There a re  two k inds o f  r e s t in g :  (1 ) s u r f a c e - le v e l
r e s t i n g ,  du rin g  w hich th e  maximum w eigh t i s  b rough t to  b ear on the  key 
w ith o u t i t s  b e in g  d e p re ssed ; and ( 2 ) th e  dep ressed  le v e l ,  in  which j u s t  
enough w eigh t i s  a p p lie d  to  d ep ress  th e  key s l i g h t l y .  R esting  i s  the  
co n tinuous e lem ent o f touch  and in cap ab le  o f c re a t in g  to n e . I t  is  
in te r s p e r s e d  w ith  th e  d isco n tin u o u s  e lem en t, a d d ed - ix ^ e tu s , w hich l a s t s  
on ly  d u rin g  th e  moment o f  key d e f le c t io n  and determ ines th e  sound.
Tone Q u a lity
Tone q u a l i ty  i s  p h y s ic a l ly  determ ined  by th e  way in  which a  touch 
sp e c ie s  i s  i n i t i a t e d  and by th e  amount o f  f in g e r  c u rv a tu re . îfa scu la r 
i n i t i a t i o n  and th ru s t in g  f in g e r  a t t i t u d e s  produce b r i l l i a n t  to n e s . 
W eight i n i t i a t i o n  and c l in g in g  f in g e r  a t t i t u d e s  produce b e a u t i f u l ,  
s in g in g  tcaies. S in ce  f i r s t  and second sp e c ie s  a re  i n i t i a t e d  m uscu larly , 
th e  r e s u l t a n t  tone  i s  b r i l l i a n t .  The same i s  t ru e  f o r  m uscu larly  i n i t ­
i a te d  th i r d  s p e c ie s .  To p roduce a  r i c h  tone one must enploy w e ig h t- 
i n i t i a t e d  th i r d  sp e c ie s  in  ccm hinatlon  w ith  a  f l a t  f in g e r  a t t i t u d e .
Tone Q u an tity
Tone q u a n t i ty  i s  de term ined  th e  sp e c ie s  o f  touch e i^ lo y e d . 
F i r s t  sp e c ie s  p roduces a g i l i t y  over th e  keyboard , b u t the  r e s u l t a n t  
tone i s  s o f t .  Second sp e c ie s  reduces a g i l i t y  b u t in c re a se s  th e  to n a l  
ra n g e , and th i r d  sp e c ie s  a llo w s fo r  f u l l  to n a l  range b u t  i s  n o t a p p l i ­
c ab le  in  f a s t  p a ssa g e s .
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The q taan tity  o f  to n e  i s  a ls o  determ ined  by the  key, which obeys 
th e  im tn ra l  law th a t  th e  more s w i f t ly  i t  i s  d ep re ssed , the  louder th e  
sound; and c o n v e rse ly , th e  more g ra d u a lly  i t  i s  d ep re ssed , th e  s o f te r  
th e  sound. For an  ex trem ely  s o f t  tone i t  i s  p o s s ib le  to  b eg in  the  a c t  
o f tone p ro d u c tio n , n o t from  the  su r fa c e  o f  th e  key , b u t from  a  p o in t  in  
key d e sc e n t ab o u t h a lf-w ay  down. Ey doing t h i s ,  the  hammer head is  
com p ara tiv e ly  c lo se  to  th e  s t r i n g  b e fo re  th e  energy  or ad d ed -in p etu s  i s  
a p p lie d .
Tone D u ra tio n
Tone d u ra tio n  i s  based  on th e  type  o f  r e s t in g  a c t  employed. 
S ta c c a to  re q u ire s  th e  use  o f  s u r f a c e - le v e l  r e s t in g  and le g a to  re q u ire s  
the  d ep re ssed  le v e l  o f r e s t i n g .  % itu ra l le g a to  i s  o b ta in ed  by fo rc in g  
th e  f in g e r s  to  co n n ec t each sound p r e c is e ly  to  th e  n e x t m e  by means o f 
the  l i g h t  w eigh t l e f t  r e s t in g  tp o n  them by th e  arm, th e  r e s t in g  being  
t r a n s f e r r e d  from f in g e r  to  f i n g e r .  The w e ig h t re q u ire d  to  keep th e  key 
d ep ressed  must be v e ry  s l i g h t .  I n  s ta c c a to  th e  s u r f a c e - le v e l  r e s t in g  
i s  employed and th e  f in g e r s  a llow ed  to  rebound w ith  th e  key. In  b o th  
th e se  form s th e  ad d ed -i# * e tu s  i s  re q u ire d  to  produce th e  a c tu a l  sound. 
This means th e  p i a n i s t  m ast be  c a r e fu l  to  s to p  th e  energy  th e  moment th e  
sound i s  r e a l i z e d .  C onsequen tly , i t  i s  e v id e n t t h a t  each o f  th e  th re e  
a sp e c ts  o f  tone p ro d u c tio n —q u a l i ty ,  q i a n t i t y ,  and d u ra tio n — is  depend­
e n t on th e  form and e p p l ic a t io n  o f  a d d e d - ia p e tu s .
T e c h n ica lly  th e  a c t  o f  tiouch does n o t  beg in  u n t i l  th e  key i s  
d e p re ssed , b u t  i t  m ust be p reced ed  by th e  m ental a t t i t u d e  th a t  the
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im sc u la r  components a re  f a l l i n g  o f  t h e i r  own w eig h t. Even more im­
p o r ta n t  i s  t h a t  th e  tone must be p e rc e iv e d  hy th e  mind b e fo re  i t  can 
be r e a l iz e d  by th e  m uscles.
E x e rc ises
In  o rd e r to  a cq u ire  c o r r e c t  m uscular c o o rd in a tio n , f e t th a y  dev ised  
a  s e r i e s  o f  tw enty-one s e t s  o f  e x e rc is e s  w ith  d e ta i le d  in s tru c t io n s  
concern ing  t h e i r  pu rpose  and e x e c u tio n . These e x e rc is e s  a re  o f th re e  
ty p e s Ï ( 1 ) th o se  to  be p r a c t ic e d  away from  th e  keyboard; ( 2 ) th o se  to  
be p r a c t ic e d  a t  th e  keyboard; and (3 ) th o se  th a t  can be p ra c t ic e d  e i th e r  
a t  th e  keyboard o r away from  i t . l ^
Summation
P iano p la y in g  i s  accom plished  by th e  union o f two a c t s :  (1 ) th e
m ental co n cep tion  which has i t s  b a s is  in  m u sic ian sh ip ; and ( 2 ) ex ecu tio n  
which has i t s  b a s is  in  in s tru m e n ta l knowledge and m uscular h a b i t  gained 
from an  u n d e rs tan d in g  and p ro p e r  use  o f  th e  v a rio u s  f e a tu re s  th a t  make 
tp  th e  a c t  o f  to u ch . These id e a s  and t h e i r  in te r - r e la t io n s h ip  form the  
b a s is  f o r  Ife tthay*s approach to  te ch n iq u e .
IT . BEWmni TECHNIQUE AS A MEANS OF ACHIETINQ AN END
Technique, in  i t s  narrow  p h y s ic a l  s e n se . I s  only  a  means o f 
a ch ie v in g  an  end, which in  t h i s  case  i s  th e  r e c re a t io n  o f m usic. The
^^Tobias M atthay, M uscular R e lax a tio n  S tu d ies  (Londm : 
Bosworth and Company, L td . ,  d a te  unknown).
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problem  th e  p ian o  s tu d e n t  m ust c a r e fu l ly  co n sid e r is  w hether or n o t he 
is  ta k in g  the  r i g h t  means o f a ch iev in g  t h i s  end. Dr. Newman b e lie v e s  
th e  b a s ic  req u irem en ts  fo r  th e  a tta in m e n t o f  m echanical d e x te r i ty  a re  
a  good hand, an i n t e l l i g e n t  approach  to  te c h n ic a l  problem s and hard  
work.
M echanical P re p a ra tio n
The id e a l p o s i t io n  i s  t h a t  which g iv es  th e  perfo rm er the  most 
freedom  and a d a p ta b i l i t y .  I t  i s  a  p o s i t io n  half-w ay  betw een a r ig id  
and a  sltm ped p o s i t io n  th a t  can only  be o b ta in ed  by s i t t i n g  on th e  f r o n t  
im lf  o f  th e  p ia n o  bench. The p o s i t io n  o f bench is  im p o rtan t, fo r  too  
low a  bench r a i s e s  th e  w r i s t ,  th u s  c o n s tra in in g  f in g e r  a c t io n , and too  
h ig h  a  bench does th e  same th in g  by low ering  th e  w r i s t .  He recommends 
a  d is ta n c e  o f app ro x im ate ly  10^" from th e  to p  o f  the  bench to  the  s u r ­
face  o f th e  key s. F in g e r and w r i s t  p o s i t io n s  vary  w ith  th e  p assag e .
P lay in g  Mechanisms
Dr. Newman reco g n ize s  th e  fo u r p h y s ic a l  p la y in g  mechanisms and
1A
t h e i r  a p p l ic a t io n  a s  a  lev e rag e  system . For u tm ost e f f ic ie n c y , the  
s tu d e n t  should  choose th e  l e a s t  pow erfu l mechanism th a t  w i l l  do the  job  
w e ll .  I f  th e  mechanism i s  used  s e p a ra te ly ,  th en  each i s  lim ite d  in  use 
in  th e  fo llo w in g  way* ( l )  on ly  th e  f in g e r  can p la y  le g a to ;  ( 2 ) on ly  the
^^W illiam Newman, The P i a n i s t 's  Problem s (New York* Ifarper 
B ro th e rs , 1956), p p . U8,9.
^%ee i^ge 20,
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hand can  p la y  s ta c c a to j  and ( 3 ) on ly  th e  fo rearm  and upper arm can p la y  
chords and o c ta v e s .
The f in g e r .  The f in g e r  shou ld  be worked by th e  f in g e r  m uscles
th a t  connect i t s  f i r s t  pha lan x  to  the  u n d e rs id e  o f th e  hand and n o t by
th e  fo rea rm  m uscles and t h e i r  connecting  hand. The use  o f such forearm
m uscles b inds th e  w r i s t  and i s  n o t conducive to  speed or c o n tro l ,  lo r
shou ld  th e  f in g e r  be t i g h t l y  rounded, f o r  th i s  c o n s tra in s  hand a c tio n
and le s s e n s  th e  hand s t r e t c h .  The f in g e r  s tro k e  should  be bo th  forw ard
and downward. Whereas th e  t i g h t ly  rounded f in g e r ,  fo llo w in g  the  c i r c u la r
a rc  i t  d e s c r ib e s , tends to  s t r i k e  the  key a t  an inward ta n g en t, a  f l a t
f in g e r  can accom plish  a  d i r e c t  s t ro k e .  The id e a l  c u rv a tu re  is  th a t
n a tu r a l  p o s i t io n  in  which th e  hand r e s t s  w h ile  th e  arms a re  liigply
20hanging a t  onë*s s id e .
The c h ie f  fu n c tio n  o f th e  f in g e r  i s  th e  p la y in g  of le g a to  though
in  com bination  w ith  o th e r  mechanisms i t  can p lay  any th ing  from leg a to
to  th o se  c r i s p  s ta c c a to s  th a t  a re  to o  f a s t  fo r  th e  hand and w r i s t  to
manage. A t ru e  le g a to  c o n s is ts  o f making two or more su cce ss iv e  tones
w ith  one im pulse , such as th e  v i o l i n i s t  does. S in ce  th i s  is  im possible
on a keyboard in s tru m e n t, i t  must be s im u la ted . A ll  s ty le s  o f touch
a re  s im u la ted  by c o n tro l l in g  and re g u la t in g  th e  tim e in te rv a l  between
21th e  r e le a s e  o f  one key and th e  d e p re ss io n  o f the  n ex t key.
^^Uewman, 0£ . c i t . , p .  51 .
20A rnold  S c h u ltz ,  c i t e d  by W illiam  lewman, o£. c i t . , p . 5b. 
23-Arthtir L o esse r, c i t e d  by W illiam  Newman, 0£ , c i t . , p . 60.
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The hand. The c h ie f  d u ty  o f th e  hand is  to  p la y  s ta c c a to ,  b u t 
in  co n ju n c tio n  w ith  o th e r  mechanisms i t  can a ls o  become a  means o f  
le g a to  p la y in g . The i i ^ o r t a n t  p o in t  in  s ta c c a to  p la y in g  i s  th e  r e le a s e .  
To o b ta in  a  s e r ie s  o f  s ta c c a to  to n e s , th e  hand must s t a r t  from above 
the  key , drop on f irm  f in g e r  t i p s  and rebound from th e  w r i s t .  For the  
p ro d u c tio n  o f  a  s in g le  s ta c c a to ,  when i t  i s  im possib le  to  beg in  from 
above, th e  hand m ust draw back  sM rp ly  from  the  w r i s t  a t  th e  moment o f 
key d e f le c t io n ,  ap p ea rin g  as  i f  i t  s t r i k e s  th e  no te  by drawing back ,22
The forearm  and upper arm. The purpose  o f  the  forearm  is  to  
ex ecu te  f o r te  chords and o c tav es  and to  supply  the  r o ta t io n  movements 
n e ce ssa ry  in  trem o lo s . However, th e  va lue  o f such r o ta t io n  movements 
le s se n s  as  th e  volume in c re a se s  and th e  in te r v a ls  s h o r te n . The tp p e r  
arm i s  never used  a lo n e  b u t in  co n ju n c tio n  w ith  and f o r  th e  purpose o f 
a id in g  the  o th e r p la y in g  m echanism s.23
E x e rc ises
E x e rc ises  shou ld  be u sed  f o r  a  pu rpose  and n o t s i s p ly  as a  gen­
e r a l  p r in c ip le .  One o f  th e  f i r s t  th in g s  a  s tu d e n t must co n sid er i s  h is  
p h y s ic a l  in a d eq u a c ie s . E x e rc ise s  should  th en  be chosen to  overcome 
th e se  s p e c i f ic  w eaknesses. P r a c t ic in g  Czerny only  h e lp s  in  p lay in g  
Czerny b e t t e r  and i s  n o t o f  much value in  p la y in g  Debussy. E(y adop ting  
th i s  th e s i s  Dr. Newman r e f u te s  th e  p o s s i b i l i t y  o f  t r a n s f e r  o f t r a in in g
22Newman, o£. c i t . , p p . 60 , 1 . 
23I b i d . , p . 6U.
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t h a t  was once a  ha llm ark  o f  many te a c h e rs .  The f iv e  b a s ic  e x e rc ise s  
t h a t  a re  a c tu a l ly  found in  m usic a re  t r i l l s ,  s c a le s ,  o c tav es , d o u b le - 
n o te s  and a rp e g g io s . U nless an o th er p a r t i c u l a r l y  v a lu ab le  f in g e r  d r i l l  
i s  u t i l i z e d  to  overcome a  s p e c i f ic  w eakness, i t  i s  b e t t e r  to  c re a te  
e x e rc is e s  frcm  th e  c o n te x t o f  the  music.
F in g e rin g
F in g e rin g  shou ld  s a t i s f y  two re q u ire m e n ts : (1 ) s i ^ l i c i t y ,  and
(2 ) c o n s is te n c y . These a id  c o n c e n tra tio n  and memorizing and avo id  con­
fu s io n ,  F in g e rin g  i s  o f te n  such an in d iv id u a l problem  th a t  Dr. Newman 
a d v ise s  th e  s tu d e n t  to  work o u t h is  own f in g e r in g  based on th ese  two 
p r in c ip le s .
Tone P ro d u c tio n
D r. Newman b e lie v e s  t h a t  the  a r t  o f  tone p ro d u c tio n  should  n o t 
be approached th ro u g h  th e  a c t  o f tou ch , b u t  th rough th e  m usical sen se s , 
p r in c ip a l ly  th rough  c r i t i c a l  l i s t e n in g .  The concept o f touch i s  
i r r e l e v a n t  to  th e  problem , f o r  th e  s ty le  o f  s t r ik in g  the  key, w hether 
by f in g e r  o r p e n c i l ,  canno t a f f e c t  th e  tone  q u a l i ty .  An i l lu s io n  o f 
touch  can be produced by ( l )  c o n tro l l in g  th e  r e l a t i v e  volume o f to n e ;
( 2 ) c o n tro l l in g  th e  degree o f le g a to ; ( 3 ) v a ry in g  th e  use  o f th e  p e d a ls ; 
(k) a llo w in g  f o r  any a c c c ^ a n y in g  n o ise  e lem en t; and ($ ) c o n tro l l in g  key
^ I b i d . .  p p . 33-35. 
2% i d . .  p p . 7 M 1 .
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d e sc e n t. The l a t t e r  i s  only p o s s ib le  in  slow  p a ssa g es . As th e  p i a n i s t  
ga in s in  m astery  over m echanical s k i l l s ,  th e  problem  o f tone p ro d u c tio n  
becomes le s s  a  m a tte r  o f  tech n iq u e  and more a  problem  of m u s i c i a n s h i p .26
Summation
Dr. mewman*s approach  i s  to  d e f in e  techn ique  as  th e  m astery o f 
m echanical s k i l l s  and to  d iv o rce  the  problem  o f tone p ro d u c tio n  from 
te ch n iq u e , p la c in g  i t  a lm ost e x c lu s iv e ly  w ith in  the  rea lm  o f m usician­
s h ip , a s  governed by th e  a u d ito ry  se n se s .
V. BERYL RUBINSTEIN
Mr. R u b in ste in * s  d e f in i t io n  o f  techn ique  embraces b o th  f in g e r  
d e x te r i ty  and m u s ic ian sh ip . Mechanism i s  th e  term  he has used to  de­
s c r ib e  tech n iq u e  as  p re v io u s ly  d e fin e d  in  t h i s  c h a p te r .
M echanical P re p a ra tio n
Hand p o s i t io n  i s  im p o rtan t, s in c e  in  o rd e r to  s t r i k e  a  key, th e  
hand m ust be h e ld  in  one p o s i t io n  o r a n o th e r . The n a tu ra l  hand p o s i t io n  
is  th e  rea so n a b le  one, though i t  m ust be m odified  by p re v e n tin g  the 
n a tu r a l  tendency f o r  th e  o u ts id e  o f  the  hand to  s lo p e  down toward th e  
keyboard . The e n t i r e  hand m ust be p a r a l l e l  to  the  keyboard to  secu re  
th a t  evenness o f  touch  th a t  i s  e s s e n t i a l  to  a r t i s t i c  p ian o  p la y in g . 
Evenness o f  touch  i s  more p o s s ib le  i f  th e  w h ite  keys a re  s tru c k  n e a r ly  
on a  l in e  w ith  th e  b la c k  keys.
^ ^ I b id . .  p .  5 5 .
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The f in g e rs  should  be n a tu r a l ly  curved  w ith  th e  knuckles s l i g h t ly
e le v a te d .  Employing f l a t  f in g e r s  haiçjers f a c i l i t y  and c l a r i t y  o f  f in g e r
work. The thumb shou ld  be h e ld  in  a  s l i g h t l y  oblicpie p o s i t io n  and must
be a b le  to  d ep ress  i t s  key w ith o u t any accospanying w r i s t  m otion. This
p o s i t io n  i s  the  one m ost o f te n  u sed , b u t i t  must be m odified  in  a cco rd -
07
ance w ith  th e  com bination  o f  n o te s  to  be p la y e d .^ '
Touch
The p h y s ic a l b a s is  o f  to n e  p ro d u c tio n . Tone, a s  the  medium o f 
m u sica l e x p re ss io n , i s  more a  p ro d u c t o f m ental co n cep tion  than  o f 
p h y s ic a l  a c t io n .  The p h y s ic a l  a c t io n  i s  th e  im tu ra l r e s u l t  o f th e  
m ental co n cep tio n  and fo llo w s i t  a u to m a tic a lly . B e a u tifu l  tone is  
p h y s ic a l ly  produced th rough  a  b a lan ce  o f th re e  e lem en ts : w eigh t, 
p r e s s u r e ,  and m uscular energy . W eight i s  th e  co n tin u o u s, though in e r t ,  
flow  o f  power from  sh o u ld er to  f in g e r  t i p s .  B ascu lar energy e x e r ts  
th e  p re s s u re  and c o n tro ls  th e  w eigh t d i s t r i b u t io n .  Q u an tity  o f tone i s  
c o n tro l le d  by th e  amount o f w e ig h t r e le a s e d .  Q u a lity  o f  tone i s  de­
te rm ined  by m ental c o n tro l  o f th e  m uscular energy , which in  tu rn  b a l ­
ances w eigh t and p re s s u re .  Through ex p erien ce  th e  s tu d e n t le a rn s  how
h is  m uscles r e a c t  to  c e r t a in  m enta l s t im u l i ,  th e re ty  le a rn in g  how to  em-
28p lo y  c e r t a in  m uscular movements to  produce c e r ta in  tone q u a l i t i e s .
^^B eiy l R u b in s te in , t o  ( to t l in e  o f  P i ^ o  Pedagogy (New York: 
C arl F is c h e r ,  In c o rp o ra te d , 19U7}, p p .”H t , l ^ .
28 l b i d . .  p p . 22- 2ii.
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The p h y s ic a l  means o f  p h ra s in g .  P h rasing  i s  the  cau sin g  o f  c e r­
t a i n  tones to  be connected  and o th e rs  d e tach ed . This r e f e r s  to  tone 
d u ra t io n  and n o t to  tone  q u a l i ty .
Legato touch  i s p l i e s  th e  co n n ec tio n  o f one tone to  an o th er ty  
cau sin g  th e  f i r s t  tone to  sound u n t i l  th e  n ex t tone  b eg in s . The 
sm oothness o f sound demands sm oothness o f  hand m otion w ith  th e  f in g e rs  
in  c lo se  p ro x im ity  to  th e  k ey s. Arm w eig h t i s  a  prim e e s s e n t i a l  in  
o b ta in in g  a  r i c h  le g a to  to n e .
S in ce  s ta c c a to  to u ch  i s  th e  o p p o s ite  o f  le g a to ,  th e  manner o f 
p h y s ic a l  m otion i s  a ls o  o p p o s ite . I t  i s  ach ieved  by q u ick ly  re le a s in g  
th e  key . F in g e r s ta c c a to  i s  a p p lic a b le  only  in  s in g le  no te  passages 
to o  f a s t  f o r  th e  w r i s t  to  manage. In  w r i s t  s ta c c a to  the  hand i s  e le ­
v a te d  from th e  w r i s t  and th e  arm k e p t coBÇ>aratively q u ie t .  As soon as  
th e  f in g e r  s t r i k e s  th e  key , th e  hand m ust sp r in g  upward. The only 
n e ce ssa ry  m otion re q u ire d  i s  a  v e r t i c a l  m otion, though th e se  up and 
down p u ls a t io n s  merge in to  a  s in g le  con tinuous a c t io n .  In  a l l  cases the  
w r i s t  must be re la x e d  o r th e  re a so n  f o r  w r i s t  s ta c c a to  i s  n u l l i f i e d .
P o r ta to  touch  i s  produced by l i f t i n g  b o th  hand and arm between 
each two su cc e ss iv e  s t r o k e s ,  s e p a ra t in g  th e  to n es  g e n tly . These 
th re e  touches may be ccmbined to  form  numerous h y b rid  to u ch es , the  most 
n o ta b le  be ing  n o n - le g a to , which i s  used  in  ra p id  passages where extreme 
le g a to  i s  n o t d e s i r e d .^9
2 9 lb id . . p p . 25-30 .
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Summation
Mr. R u b in ste in * s approach  was to  c l a r i f y  c e r ta in  m isconcep tions 
ab o u t common problem s in  p ia n o  p la y in g . Though a cc e p tin g  th e  p lg rs lca l 
r o l e  in  tone p ro d u c tio n  th rough  to u ch , he b e lie v e d  e i^ h a t i c a l ly  th a t  
th e  source  o f  tone was in  th e  em otional a sp e c t o f  m u sic ian sh ip .
V I. OTHER VIEWS ON FINGER DEXTERITY AND TONE
Mechanics
I s id o r  P h i l ip p . T his g re a t  F rench  pedagogue b e lie v e s  tim t 
e x e rc is e s  a re  on ly  u s e fu l  when th e  mind i s  c o n c e n tra tin g  and r e a l iz in g  
th e  purpose o f  each exerc i s e .
R obert C asadesus.  C o rre c t hand p o s i t io n  i s  the  f i r s t  s te p  in  
le a rn in g  to  f e e l  a t  home a t  th e  keyboard . Mr. Casadesus a d v ise s  
u s in g  th e  hand p o s i t io n  o f Chopin, whereby the  hands a re  so  p la ce d  th a t  
th e  f in g e r s  f a l l  n a tu r a l ly  on the  f i r s t  f iv e  n o te s  o f th e  E m ajor s c a le .
This b a s ic  p o s i t io n  shou ld  be m ain ta in ed  w ith o u t any s t i f f n e s s  o r te n se ­
n e s s . A f te r  e lem en tary  f in g e r  e x e rc is e s  a re  m aste red , th e  s tu d e n t may 
p ro g re s s  to  one o f  th e  methods combining f in g e r  work w ith  m usical con­
t i n u i t y .  E i th e r  Czerny o r Stam aty i s  a d v is a b le . More advanced s tu d en ts  
shou ld  e x p lo re  th e  e x e rc is e s  o f  P h il ip p  and Brahm s.31
3® Isidor P h i l ip p ,  “P o in ts  on P iano  Study,® E tude, LKX 
(May, 1922), p .  9 .
■31
R obert C asadesus, “The Development o f  P ia n ism ,” E tude, LXXII 
(May, 19^2), p .  12.
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Touch and Tone
I s id o r  P h i l ip p .  Tone, which i s  th e  p ia n is t* s  h ig h e s t  a s s e t ,  
demands a t t e n t io n  to  o r c h e s t r a l  c o lo r  and depends on ( l )  freedom  and 
r e la x a t io n  o f  th e  w r i s t ;  (2 ) th e  shape o f the f in g e r s ;  (3 ) th e  te x tu re  
o f  th e  s k in ;  and (k) th e  s e n s i t i v i t y  o f  th e  e a r .  The s o -c a l le d  s in g in g  
tone i s  o b ta in e d  l%r kneading  th e  key w ith  the  f le s h y  p a r t  o f  the
f i n g e r .32
Jan  S m e te r lin . Mr. Sm eter 1 i n 's  views on touch  and tone a re  
i n t e r e s t in g  because th ey  a re  a n t i t h e t i c a l  to  th o se  h e ld  by Dr. Newman 
and many ccm te i^ o ra ry  p ia n o  pedagogues. He b e lie v e s  th a t  " touch  does 
indeed  e x i s t  and can h a rd ly  be c a l le d  an i l l u s i o n ."  He b ase s  t h i s  
s ta te m e n t on th e  f a c t  t h a t  f iv e  d i f f e r e n t  p i a n i s t s  w i l l  produce f iv e  
d i f f e r e n t  q u a l i t i e s  o f  to n e , each capab le  o f b e in g  recogn ized  by the 
e a r .  This i s  a  lo g ic a l  d e d u c tio n , e s p e c ia l ly  co n sid e rin g  h is  unique 
d e f in i t i o n  o f  to u ch . "Touch i s  th e  p h y s ic a l  tone so in d iv id ta l iz e d  
as to  ex p ress  p e rso n a l concep ts  o f m u sic ."  H r. S m e te rlin  reco g n izes  
numerous ty p es  o f to u ch , in c lu d in g  th e  common ones o f  le g a to  and 
s ta c c a to .  These touches a re  c o n tro l le d  by f iv e  f a c to r s s  (1 ) th e  m ental 
g rasp  o f  th e  m usic; (2 ) th e  dynamic sp p roach ; (3 ) th e  p o s i t io n  o f  the  
f in g e r s ;  (U) tim in g ; and (3 ) method o f  p e d a lin g . These in  com bination 
determ ine to n e . Mr. S m e te r lin  b e l ie v e s  th a t  i t  is  more n e ce ssa ry  to  
e jqjerim ent w ith  q u a l i t i e s  o f  tone th an  to  spend v a lu ab le  tim e working
32philipp, loc. c i t .
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a t  f in g e r  e x e r c is e s .
¥11. SimmTION
These a re  some o f  th e  concep ts  o f  tech n iq u e  th a t  have been ad­
vanced hy g r e a t  te a c h e rs  o f  p a s t  and p r e s e n t .  These te a c h e rs  agree  in  
many r e s p e c ts  and d i f f e r  in  o tJ ie rs . A c o # a r a t iv e  s tu d y  w i l l  be in ­
cluded  in  C hapter V II .
33Jan  S m e te r lin , "The Q u estion  o f Touch," E tude, LXXIII 
( m r c h , 195%), p .  9 .
CHAPTEl V 
PRACTICE
I n t e l l i g e n t  p r a c t i c e  i s  th e  means by which the  p ian o  s tu d e n t 
ach iev es  h is  g o a ls . I t  i s  a  p r in c ip a l  means o f c u l t iv a t in g  m usician­
sh ip  and th e  only  means o f a c q u ir in g  te ch n iq u e . C onsequently , p r a c t ic e  
p ro ced u re  shou ld  be a  m a tte r  o f  u rg e n t concern to  every  c o n sc ien tio u s  
p ian o  s tu d e n t .
I .  PRACTICE PROCEDURE
The s tu d e n t  sh o u ld  never p r a c t ic e  w ith o u t a  pu rpose  in  mind. The 
th re e  p r in c ip a l  o b je c t iv e s  o f p r a c t ic e  a r e :  (1 ) to  o b ta in  command over
m u sica l e x p re ss io n ; (2 )  to  t r a i n  th e  hand and mind as a  s in g le  u n i t ;  and 
(3 ) to  accom plish  th e  maximum in  th e  minimum amount o f tim e . Secondary 
g oa ls  in c lu d e : (1 ) to  a c q u ire  endurance; (2 ) to  secu re  c o r r e c t  m uscular
h a b i t s ;  and (3 ) to  m aste r s p e c i f ic  m usical problem s determ ined  by th e  
music b e in g  p r a c t ic e d .
I n t e l l i g e n t  p r a c t ic e  p resu p p o ses  s e v e ra l  b a s ic  d e c is io n s  on th e  
p a r t  o f  th e  s tu d e n t :  ( l )  th e  amount o f  tim e to  spend in  p r a c t ic e ;  (2 ) 
th e  m a tte r  o f  tim e d i s t r i b u t i o n ;  and (3 ) th e  a c ttm l p r a c t ic e  p ro ced u re .
C onsistency  i s  more i : ^  o r t a n t  th an  th e  amount o f  time s p e n t. One 
hour a  day i s  o f  more b e n e f i t  th an  th re e  h o u rs , th re e  tim es a week. 
C e r ta in ly  fo u r  hou rs should  be co n sid e red  th e  maximum amount o f d a i ly  
p r a c t i c e .  The le n g th  o f th e  in d iv id u a l p r a c t ic e  s e s s io n  w i l l  depend
-  U3 -
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on th e  c o n c e n tra tio n  span o f th e  in d iv id u a l .  Once e i th e r  m ental or 
p h y s ic a l  f a t ig u e  s e t s  in ,  th e  s tu d e n t sh o u ld  r e s t  a  few moments b e fo re  
c o n tin u in g .
The amount o f  tim e spend on e x e rc is e s  o r com positions can b e s t  
be determ ined  1^ th e  s tu d e n t  and te a c h e r  in  keQ)ing w ith  th e  s tu d en t* s  
p a r t i c u l a r  n e ed s . S c a le s  and e x e rc is e s  should  be d i s t r ib u te d  through­
o u t th e  p r a c t ic e  s e s s io n  and n o t p r a c t ic e d  a t  one t im e .l  The s tu d e n t 
shou ld  keep in  mind th a t  i t  i s  n o t  alw ays n ecessa ry  to  go through an 
e n t i r e  com position  every  day . I t  i s  u s e le s s  to  spend v a lu ab le  tim e on 
s e c t io n s  t h a t  have a lre a d y  been  m aste red .
A ll  g r e a t  te a c h e rs  qgree  th a t  th e  in t e l l e c t u a l  a sp e c t o f p r a c t ic in g  
is  more i i p o r t a n t  th an  the  a c tu a l  p h y s ic a l  t r a in in g .  L esche tizky  even 
recommended th a t  th e  s tu d e n t spend as  much time s tu d y in g  away from  th e  
p ian o  as  he does a t  th e  p ia n o .2 P h il ip p  s t a t e d ,  "One p ra c t ic e s  f i r s t  
w ith  th e  mind, th e  f in g e r s  f o l lo w ."3 This tru ism  is  o f te n  fo rg o tte n  by 
s tu d e n ts  ^ o  w aste  tim e re p e a tin g  d i f f i c u l t  p assages w ith o u t th in k in g . 
P r a c t ic e  c o n s is ts  o f  a n a ly t i c a l  and i n t e l l i g e n t  r e p e t i t i o n  of p a ssa g es , 
or s e c t io n s  th a t  p r e s e n t  them selves as o b s ta c le s  in  a t t a in in g  one*s 
g o a ls .^
% il l i a m  Newman, The P ia n is te s  Problem s (New York* H arper 
B ro th e rs , 19$6), p .  72.
^ E th e l Newcomb, L esch e tizk y  As I  Knew Him (New York*
D. A pp le ton  and Coapany, 1921), p .  TF.”
^ I s id o r  P h i l ip p ,  "P o in ts  on P iano  S tu d y ,"  E tude, LXX 
(A p r i l ,  1922), p .  10.
^Newman, lo c .  c i t .
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i n t e l l i g e n t  p r a c t ic e  means slow  p r a c t ic e  and f re q u e n t p ra c t ic e  
w ith  th e  hands s e p a ra te ly .  This a llo w s fo r  th e  a t t e n t io n  th a t  must be 
p a id  to  every  d e t a i l  o f  th e  composer*s p r in te d  d i r e c t io n s :  notes^ te sp o ,
rhythm , p h ra s in g , f in g e r in g ,  dynamic sh ad in g , to u ch , tone p ro d u c tio n , 
key r e s i s t a n c e ,  harm onic c o n te n t and form . These rudim ents a llow  no 
couprcmilse in  e x a c t i tu d e ,
Jfeich tim e can be saved i f  th e  s tu d e n t l i s t e n s  c r i t i c a l l y  to  
ev e ry th in g  he p la y s  and does n o t a llo w  one tone to  sound w ith o u t 
c o n s id e rin g  i t s  m u sica l and rhy thm ic p u rp o se .^
The s tu d e n t m ust p o sse ss  an  in q u is i t iv e  mind and experim ent.
Too o f te n  th e  f i r s t  ch o ice  in  f in g e r in g ,  in t e r p r e ta t io n ,  e t c . ,  i s  
adhered to  w ith o u t any a tte m p t made to  d isco v e r i f  th e re  i s  ano ther 
way o f doing i t  t h a t  would be e a s ie r  o r  more e f f e c t iv e .
I I .  MEMORIZIMG
That th e  com position  w i l l  e v e n tu a lly  be memorized should  be 
k ep t in  mind by the  s tu d e n t ,  even when m em orization is  n o t the  s p e c i f ic  
aim o f  th e  p r a c t ic e  s e s s io n .  I to y  s tu d e n ts  have th e i r  p ie c e s  memor­
ized  by th e  tim e speed and te c h n ic a l  f lu en cy  have been a t ta in e d .
O th e rs , n o t  so  n a tu r a l ly  g i f t e d ,  w i l l  have to  spend some tim e on 
memory' work. Memorizing i s  in g jo rtan t b ecau se : (1 ) i t  i s  th e  b e s t  
means o f  ta k in g  th e  m usic o f f  th e  p r in te d  page and making i t  a  p a r t  o f
^Tobias !fe tth a y . F i r s t  P r in c ip le s  o f  P ia n o fo r te  P lay in g  
(London: Bosworth and C o i^ary , L td . ,  190^77 P* 12U.
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one*s s e l f ;  (2 ) i t  fo rc e s  one*s a t t e n t io n  to  d e t a i l ;  (3 ) in  ra p id  
p la y in g  i t  i s  o f te n  n e ce ssa ry  fo r  th e  s tu d en t* s  eyes to  be d ire c te d  
a t  th e  keyboard ; and (U) i t  e lim in a te s  n o te  re a d in g  and page tu rn in g ,^
There a re  fo u r  ways o f m em orizing: (1 ) a u d ito ry , (2 ) v is u a l ,
(3 ) m u scu lar, and (&) a n a l y t i c a l .7
A u d ito ry  memory.  This type  o f memory re q u ire s  th e  a b i l i t y  to  
h ea r e x a c tly  what i s  happening and w hat i s  going to  happen in  p ro p e r 
sequence, A u d ito iy  memory i s  th e  most d i f f i c u l t  to  an a ly ze  and conse­
q u e n tly  shou ld  n o t be depended upon by i t s e l f ,  I& tu a lly , those  who 
p la y  by e a r  f in d  t h i s  th e  e a s i e s t .
V isu a l memory.  V isu a l memory i a p l i e s  th e  a b i l i t y  to  v is u a l iz e  
th e  p r in te d  p ag e . As an  in h e re n t t a l e n t  i t  i s  d i f f i c u l t  to  a c q u ire ,
M uscular memory.  O ften  c a l le d  f in g e r  o r t a c t i l e  memory, th is  i s  
th e  e a s i e s t  type o f memory to  a c q u ir e ,  f o r  the  f in g e r s  can memorize 
w h ile  th e  mind i s  f r e e  to  w ander. Ccm sequently, du rin g  perform ance, 
when f a c u l t i e s  a re  m ost a l e r t ,  t h i s  memory i s  l e a s t  dependable.
A n a ly tic a l  memory.  Whereas m uscular memory i s  subconscious 
memory, a n a ly t i c a l  memory i s  consc ious memory and fo rc e s  th e  perform er 
to  be aware o f  a l l  m u sica l d e t a i l s .  S in ce  i t  depends on th o u g h t. I t  i s  
th e  s a f e s t  type o f  memory. The m ost advantageous method i s  a  combi­
n a tio n  o f  th e se  fo u r  in  c o n ju n c tio n  w ith  p a t ie n c e  and d i l i g e n t  s tu d y .
% e w ^ n , o£, c i t . ,  p . 111. 
'^Be;
Memorizing
^ ery l R u b in s te in , The P i a n i s t t s  Approach to  S i ^ t-R e a d in g  and 
iz in  (Mew Y ork: C arl F is c h e r ,  I n c . ,  l^ h ô ) , p p .
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I I I .  TEACHER QmLXFICATIOHS
L i t t l e  has been  s a id  ab o u t th e  im p o rtan t ro le  o f  th e  teacher.G 
What i s  h is  purpose? What shou ld  be h is  q u a l i f ic a t io n s ?
Dr. leu aan  b e l ie v e s  th a t  th e  most i ^ o r t a n t  m issio n  o f the  
te a c h e r  i s  to  guide th e  s tu d e n t tow ard th e  day when th e  s tu d e n t can 
become h i s  own te a c h e r  and a  c o l l a t e  m u sica l p e r s o n a l i ty  in  h is  own 
r i g h t . ^  The s tu d e n t  m ust le a rn  to  make h is  own d e c is io n s .
A ll  th e  te a c h e rs  m entioned , w ith  th e  e x cep tio n  o f  Deppe, were 
e x c e p tio n a lly  f in e  p i a n i s t s ,  and they  ag ree  t h a t  w hile  th e  co n ce rt 
a r t i s t  i s  u s u a lly  a  poor te a c h e r ,  th e  te a c h e r  m ust be a  p e rc e p tiv e  
a r t i s t .  Mr. R u b in s te in  went so  f a r  as to  say  th a t  i t  i s  im possible 
fo r  a  p e rs o n  to  te a c h  an o th e r som ething th a t  he cannot do h im se lf. 
Teaching by words a lo n e  can never be c c s ^ le te ly  s a t i s f a c t o r y .^
The te a c h e r  m ust be a b le  to  analyze  (1 ) th e  p u p il* s  m ental 
a t t i t u d e ;  (2 ) what th e  p u p i l  i s  a c tu a l ly  d o in g ; (3 ) what i s  wrong, i f  
a n y th in g , w ith  what he i s  d o in g ; and (it) why i s  he com m itting a  f a u l t .
Teaching does n o t c o n s is t  m erely o f  p o in tin g  o u t such f a u l t s ,  b u t 
in  c l a r i f y in g  th e  cause  o f  th e se  f a u l t s  and d i r e c t in g  th e  means o f  
c o r r e c t io n .  K btthay i l l u s t r a t e s  t h i s  by say in g  th a t  i f  a  p u p il  f a i l s  
to  p la y  a  c a n ta b ile  p assag e  b e a u t i f u l ly ,  i t  i s  u s e le s s  to  t e l l  him to
®See page 1. 
g
■^Hewaan, og .̂ c i t . ,  p .  72 .
^^B eryl R u b in s te in , ^  O u tlin e  o f  P lano  Pedagogy (New York: 
C arl F is c h e r ,  I n c . ,  19k9), p .  60 .
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s in g  i t  o r p u t  more e x p re ss io n  in  i t .  The on ly  way to  h e lp  i s  fo r  th e  
te a c h e r to  t e l l  him in  c o n c re te  term s how to  c o r r e c t  i t  p l ^ s i c a l l y i  in  
t h i s  in s ta n c e ,  by e ^ lo y in g  arm w eigh t and f l a t  f in g e r s .  This p re ­
supposes a  com plete u n d e rs tan d in g  o f  th e  p ia n i s te s  problem s by th e  
te a c h e r . The te a c h e r  must a l s o  p o sse ss  a  knowledge o f  psychology and
i t s  a p p l ic a t io n ,  f o r  each s tu d e n t  m ust be  t r e a te d  acco rd in g  to  h is  Own
1 1needs and p e r s o n a l i ty .^ ^
Perhaps t h i s  b r i e f  d is c u s s io n  has been i r r e le v a n t ,  fo r  the  a c t  o f 
te ac h in g  i s  t h e o r e t i c a l ly  Im p o ss ib le . The te a c h e r  can only  ( l )  h e lp  
the s tu d e n t  le a r n ;  (2 ) p ro v id e  an  atm osphere conducive to  le a rn in g ;
(3 ) d i r e c t  th e  s tu d e n t  to  th in k  f o r  h im s e lf ;  and (U) by e x h ib it in g  
en thusiasm  f o r  m usic and work, i n s t i l l  t h i s  en thusiasm  in  th e  s tu d e n t .
^ T o b ia s  Ife tth ay , iPfasical I n te r p r e ta t io n  (B oston; 
Boston Music Company, 1913), p p . 2 1 ,2 3 ,2 6 .
CHAPTER VI 
PERFORMANCE
The purpose o f music i s  to  communicate th e  m usica l ideas o f  the  
com poser to  the  p e o p le .  The f u l f i l lm e n t  o f  th i s  purpose re q u ire s  the  
communicative a c t ,  p erfo rm ance. Ihe p i a n i s t  who n ever perform s i s  no 
m u s ic ian . The f a c t  t h a t  w ith o u t p erform ance th e re  i s  no music re q u ire s  
th e  s tu d e n t  to  c o n s id e r  th i s  problem . Perform ance is  a ls o  j u s t i f i e d  
because  : (1 ) i t  marks p e r io d ic  goals to  which th e  s tu d e n t can workj
(2) i t  a f fo rd s  an o p p o rtu n ity  to  view th e  s tu d e n t 's  work in  p e rsp ec ­
t i v e ;  and (3 ) i t  p ro v id e s  perform ance e x p e r ien c e .^
This c h ap te r  w i l l  t r e a t  two p a r t i c u l a r  problem s o f perform ances
(1 ) in te r p r e t a t i o n ,  and (2 ) s t a g e - f r i g h t .  There a re  fo u r o th e r problem s, 
th e  s o lu t io n s  to  w hich a re  s e l f - e v id e n t :  (1 ) inadequate  p re p a ra t io n ;
(2) perform ance o f too  d i f f i c u l t  a  com position ; and (3 ) perform ance of 
a  com position  o f  g re a te r  le n g th  th an  th e  in d iv id u a l c o n c e n tra tio n  span 
can h a n d le ; and (U) f a u l ty  p r a c t i c e  h a b i t s .
More s e r io u s  reaso n s f o r  poor perform ance in c lu d es  (1 ) d e fe c tiv e
m u s ic ia n s h ip ;  (2 ) unusual p h y s ic a l  c lu m sin ess ; and (3 ) an  em otional
2m alad justm en t.
% il l ia m  Newman, The P i a n i s t 's  Problem s (New York: Harper 
B ro th e rs , 1956), p p . 117,18.
Zi b id .
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I .  IITERPRETATIOW
« I n te r p r e ta t io n  i s  th e  perfo rm er*s in d iv id u a l way o f s t a t in g  
e x a c tly  w hat th e  coicposer had to  say.**^ Good or bad , in te r p r e ta t io n  
i s  th e  in e v i ta b le  r e s u l t  o f  obedience to  th e  laws o f m usic ian sh ip , 
te c h n iq u e , and p r a c t i c e .  I f  th e  framework o f m usic iansh ip  and the  
fo u n d a tio n  o f tech n iq u e  a re  s o l id ,  and th e  method o f  c o n s tru c tio n  
th ro u g h  p r a c t ic e  c a r e fu l ly  p lan n ed  and r e a l iz e d ,  the  whole s t ru c tu re  
w i l l  be  sound. P resupposing  some n a tiv e  t a l e n t  and e x p e r ie n c e , i n t e r ­
p r e t a t i o n  i s  a  sim ple  p ro d u c t o f  the  n a tu r a l  law o f  cause and e f f e c t .
Command over i n t e r p r e ta t io n  l i l i e s  command over te c h n ic a l r e ­
s o u rc e s . Though m ost te c h n ic a l  problem s were d iscu ssed  in  C hapter IV, 
th e  in v e s t ig a to r  a r b i t r a r i l y  s e le c te d  th e  elem ents o f t<zmpo and rhythm , 
p h ra s in g  and sh ad in g , and p e d a lin g  to  be d iscu ssed  under the g en era l 
to p ic  o f in te r p r e ta t io n .
Teapo and  Rhythm
The s tu d e n t o f te n  con fuses th e  term s rhythm , m e te r, and tempo. 
S ince  music i s  a  tim e a r t ,  i t  i s p l i e s  a  p ro g re s s io n  and consequently  a  
rhythm ic p u ls e ,  w hich i s  b u t an  e x ten s io n  o f tim e. Rhythm i s  the  
« fin d in g  and a s s e r t in g  o f t h i s  in n e r-p u ls e  o r h e a r t -b e a t  in  each c « p o ­
s i t i o n . "  Rhythm i s  ach ieved  f r e e l y  w ith in  the  framework o f the  m eter 
s ig n a tu r e .  Time o r m eter i s  th e  m echanical b e a t in d ic a te d  by th e  m eter
^ I s id o r  P h i l ip p ,  "P o in ts  on P iano S tu d y ,« E tude, DOC 
(A p r i l ,  19S2), p .  10.
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s ig n a tu r e .  Tewpo i s  th e  speed  a t  which a  com position moves.^
Tesg)o. The problem  o f  tempo u s u a l ly  re so lv e s  i t s e l f  once a l l  
m echanical d i f f i c u l t i e s  a re  overcome. However, a  com position i s  con­
ce iv ed  in  a  c e r t a in  tempo and amiy e x cessiv e  v a ria n c e  from th a t  tempo 
d u rin g  perform ance i s  a  v io l a t i o n  o f th e  com poser's intentiomis and 
a l t e r s  th e  p e r s p e c tiv e  o f th e  com position . Changes in  tempo w ith in  a 
com position  mmust be even ly  and d e l ic a te ly  g raded .^
Rhythm. Rhythm i s  one o f the  m ost im portan t elem ents o f  m usic. 
L esch e tizk y  co u ld  to le r a te  any m istake made by a  p u p i l  excep t la ck  o f 
rhythm ic i n t e g r i t y  and s t a b i l i t y .  Whenever a  s tu d e n t p layed  a  p ie c e  
u n rh y th m ica lly , he was im m ediately u sh ered  o u t o f th e  room.6 Rhythmic 
indicatiom is sh o u ld  be s t r i c t l y  observed and m a in ta in ed ; n o t l e f t  to  
in s p i r a t io n  b u t c a r e f u l ly  p re p a re d  acco rd in g  to  a  reasoned  p la n .
Rubato, though i t  im p lie s  rhythmic freedom , demands a  s tro n g  
sense  o f  p u ls e .  Rubato sh o u ld  never be though t o f  as  a  " tim e -sp ik e"  
on one n o te  b u t  as  a  b road  curve over s e v e ra l  n o te s . According to  
M htthay, th e re  a re  two ty p es  o f  ru b a to : (1 ) lean in g  ru b a to  and (2) in ­
v e r te d  ru b a to .^  In  lean in g  ru b a to  c e r t a in  tones a re  e p h a s iz e d  by
^Jan  S m e te r lin , «The Q uestion  o f  T ouch,« E tude , LXXIII 
(M arch, 1955), p .  10.
5Beryl R u b in s te in , ^  O u tlin e  of P iano Pedagogy (New York: 
C arl F is c h e r ,  I n c . ,  19lt9), p .  33.
&Ethel Newcomb, L esch e tizk y  As ^  Knew Him (New York:
D. A pp le ton  and C o p an y , 1921), p .  23 .”
^Tobias Ife tth a y , M usical I n te r p r e ta t io n  (B oston: Boston 
Music C o p an y , 1913), pp . 7 9 -B l, Ü6,7, lo L ,5 .
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g iv in g  them more th a n  t h e i r  expected  tim e v a lu e , subsequen tly  making tg) 
fo r  l o s t  tim e by a c c e le r a t in g  th e  rem ain ing  tones o f  th e  p h rase  to  enable 
an a c c u ra te  r e tu r n  to  th e  p u ls e .  This p u ls e  r e tu r n  should  occur a t  the  
m ost i s ç o r ta n t  p o in t  o f th e  p h ra s e , u s t a l l y  near th e  end . In v e rte d  ru ­
b a to  works on th e  o p p o s ite  p r in c ip l e ,  whereby c e r ta in  tones a re  espha- 
s iz e d  by g iv in g  them le s s  th a n  t h e i r  expec ted  tim e v a lu e . When ru b a to  
i s  u sed , i t  must be accompanied by a v a r ia n c e  in  tone in f l e c t io n .
S e n s i t iv e  m usic ians o f te n  make two m istakes in  th e i r  use o f 
r u b a to :  (1 ) o v e ru se , and ( 2 )  exaggera ted  sen tim en t. Rubato shou ld  be
used to  d e p ic t  a g i t a t i o n ,  a v e i le d  im p ressio n , o r some o th e r in d e f in i te  
em otion . D ecision  and d e f in i te n e s s  a re  b e s t  expressed  w ith o u t i t .
Deppe was opposed to  any exag g era ted  use o f ru b a to , b e lie v in g  th a t  a  
sim ple  s ta tem e n t i s  o f te n  a l l  t h a t  i s  r e q u ire d . A nything e ls e  may
Q
d e t r a c t  r a th e r  th an  add to  th e  e f f e c t .
P h ras in g  and Shading
R u b in ste in  co n sid e red  p h ra s in g  and shad ing  to  be th e  most i ^ o r -  
ta n t  v e h ic le s  o f m u sica l e x p re ss io n . P h ras in g  was d e fin e d , under th e  
d is c u s s io n  on to u ch , as th e  cau sin g  o f  some tones to  be connected and 
o th e rs  d e tach ed . S ty le s  o f  p h ra s in g  a s s o c ia te d  w ith  a  p a r t i c u la r  epoch 
(po ly p h o n ic) o r coiqxoser (M ozart) a re  governed by th e  em otions m o tiv a tin g  
them ( e .g .  a  l y r i c  p h ra se  n e i th e r  beg ins sh a rp ly  nor ends a b r tp t ly ) .^
®Am̂  Fay, Music S tudy in  Germany (P h ila d e lp h ia :  Theodore P re s se r  
Company, i8 6 0 ) , p .  311.
9R ub instein^  0£* c i t .  ̂ p .  30.
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P h ras in g  a ls o  i s p l i e s  a  knowledge o f p h rase  clim ax p o in ts .  I f
a  p h ra se  c o n ta in s  an  unusual f e a tu r e ,  t h i s  f e a tu re  i s  th e  clim ax p o in t .
O therw ise , th e  clim ax occurs norm ally  on th e  l a s t  s tro n g  b e a t b e fo re  the  
10f i n a l  n o te .
Shading i s  th e  s u b t le  v a ry in g  o f  dynamic ex p re ss io n , consequent 
on the n a tu r a l  law th a t  th e  le s s  te n s io n  a p p lie d , th e  le s s  the  in te n s i ty .  
This generally fo llo w s th e  m elodic curve w ith in  th e  p h ra se .
P ed a lin g
The c o r r e c t  t s e  o f th e  p e d a l i s  a  n eg lec ted  s tu d y  by many p iano  
s tu d e n ts .  I t s  pu rpose  is  to  p ro v id e  sh ad in g . The d a i^ e r  p ed a l should  
never be used as  a s u b s t i t u te  f o r  f in g e r  d u ra tio n  o r a  c ru tch  to  h id e  a 
te c h n ic a l  d e f ic ie n c y . Wor shou ld  the  s o f t  p ed a l be used to  conceal the 
f a c t  th a t  th e  p e rfo rm er does n o t have th e  m uscular c o n tro l re q u ire d  to  
p la y  s o f t l y .  A ccuracy in  p e d a l d u ra tio n  depends on accuracy  in  l i s t e n ­
in g . A ll  m aster te a c h e rs  a g re e  t h a t  th e  e a r  is  th e  re g u la to r  f o r  cor­
r e c t  p e d a lin g . I t s  p ro p e r u se  cannot be learn ed  through  p r in te d  d i ­
r e c t io n s ,  b u t th rough  c a re fu l  l i s te n in g  and s t im u la t io n  o f o n e 's  
im ag in a tio n .
Each r e g i s t e r  o f  th e  p ian o  re q u ire s  a  d i f f e r e n t  use o f th e  p ed a l. 
The h ig h e r r e g i s t e r s  w ill  a llo w  a f r e q u e n t and p ro longed  use o f  th e  ped­
a l ,  b u t  th e  low er r e g i s t e r  r e q u ire s  le s s  p ed a l fo r  purposes o f c l a r i t y .
A crescendo  a llow s fo r  more p e d a l th an  a  dim inuendo, and a  descending
lOWewraan, o£. c i t . , p. 95*
« “
p assag e  more th a n  an  ascen d in g  o n e .H
O ther th a n  th e  v a rio u s  î^ b r id  p e d a ls  ( i . e .  h a l f  p e d a lin g ) ,  th e  
m aster te a c h e rs  re co g n ize  two types o f  p e d a lin g . In  th e  f i r s t  k in d , 
the  p e d a l i s  p re s se d  and re le a s e d  s im u ltan eo u sly  w ith  th e  corresponding  
a c t io n  o f  th e  f in g e r s .  The second type i s  synccpated  p e d a lin g , in  which 
the  p e d a l i s  d e p re ssed  im m ediately a f t e r  th e  sounding o f th e  tone and 
r e le a s e d  a t  the  sounding o f th e  n e x t one. Though used by L is z t ,  synco­
p a te d  p ed a lin g  was a  novel id e a  in  the  n in e te e n th  c en tu ry . Deppe was 
th e  f i r s t  te a c h e r to  advocate  i t s  u se . S in ce  th a t  tim e , most te ac h e rs  
recommend i t .
I I .  STAGE-BRIGHT
The ty p ic a l  perfo rm er w i l l  g e n e ra lly  be nervous about p u b lic  p e r ­
form ance. E xcitem ent i s  a  h e a lth y  s ig n  and conducive to  good p la y in g , 
b u t f e a r  i s  d e tr im e n ta l  and m ust be c o n tro l le d .  The f i r s t  s te p  in  
overcoming th e  problem  is  to  u n d e rs tan d  what s ta g e - f r ig h t  i s .  “S ta g e -  
f r i g h t  i s  n o t a  sudden f e a r  a r i s in g  from fa c in g  an  au d ien ce , b u t the  
s t a t e  o f  mind induced by the  a n t ic ip a t io n  o f  fa c in g  th e  a u d i e n c e .  **̂ 2 
S ince  i t  i s  a  m enta l problem , i t  can be cu red  m e n ta lly . The fo llow ing  
su g g es tio n s  w i l l  h e lp  th e  s tu d e n t  u n d ers tan d  and overcome th e  p r o b l e m ,
Acknowledge th e  f a c t  t h a t  s t a g e - f r i g h t  does e x i s t  and can be 
rem edied.
^ ^ P h ilip p , lo c . c i t .
^ G eo rg e  HacMabb, "Get Rid o f Your S ta g e - f r ig h t ,"  Etude LXIX 
(Septem ber, 1 9 $ l) , p . 11.
13lbid.
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Be c e r t a in  th a t ,  th e  m usic i s  ad eq u a te ly  p re p a red  and re h e a rse d , 
e lim in a tin g  any need f o r  f e e l in g  in se c u re .
Get p le n ty  o f  r e s t  and keep in  th e  b e s t  p o s s ib le  p h y s ic a l  
c o n d itio n .
F orce  th e  mind to  th in k  p o s i t iv e ly  o f success r a th e r  th an  f a i lu r e ,
R ea liz e  th e  aud ience  is  th e re  to  l i s t e n  to  the  music and n o t to  
w atch th e  p e rfo rm er. This h e lp s  to  r i d  o n e 's  s e l f  o f  s e l f -  
co n sc io u sn ess .
During perform ance th in k  only abou t th e  m usic. I f  t h i s  is  done, 
th e re  i s  no tim e to  th in k  o f  an y th in g  e l s e .
Perform  in  p u b lic  as  o f te n  as p o s s ib le .
CHAPTER V II 
SUMMARY AMD COIKLUSIOMS
I .  SUMMARY
Review o f  D e f in it io n s
Mosic* For th e  p tirposes o f t h i s  s ttid y , music is  d e fin e d  as  the  
communication o f  th e  m u sica l id eas  o f  th e  c o i^ o se r to  the  aud ience .
M is ic ia n sh ip . M usiciansh ip  i s  th e  sum o f those  a t t r i b u t e s ,  which 
in  com bination , make one an  e f f e c t iv e  m usical th in k e r .  These a t t r i b u t e s  
a re  o f  two ty p e s i  (1 ) th o se  which have t h e i r  so u rce  in  i n t e l l i g e n t  and 
r a t i o n a l  th o u g h t; and (2 ) th o se  w hich have th e i r  source in  n a tiv e  m usical 
t a l e n t .
The a cq u ire d  a t t r i b u t e s  t h a t  have t h e i r  source  in  r a t io n a l  
though t in c lu d es  (1 ) th e  s tu d y  o f a l l  phases o f music and th e  r e la te d  
a r t s ;  (2 ) th e  c u l t iv a t io n  o f c r i t i c a l  l i s te n in g  t a b i t s j  (3 ) th e  a b i l i t y  
to  b a lan ce  in d iv id u a l i ty  o f e x p re ss io n  w ith  th e  cosposer*s in te n t io n s ;
(It) th e  a b i l i t y  to  b a lan ce  em otion and re a so n ; (5 ) d e d ic a tio n  to  m usic; 
(6 ) th e  a b i l i t y  to  d i f f e r e n t i a t e  betw een what is  and what is  n o t im­
p o r ta n t ;  and (7 ) f a c i l i t y  in  re a d in g  m u sica l n o ta t io n .
Those a t t r i b u t e s  d e riv e d  from m usica l t a l e n t  inc ludes ( l )  th e  
a b i l i t y  to  d is t in g u is h  s u b t le  changes in  p i t c h ,  tone d u ra tio n , tim b re , 
and rhythm ; (2 ) th e  a b i l i t y  to  p la y  by e a r ;  and (3 ) th e  in ta n g ib le  
b a s is  o f  m u sica l i n t u i t i o n ,
-  ^6 —
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Technique.  Technique i s  th e  sum o f  those  t r a i t s  th a t  a llo w  one 
to  r e a l i z e  h i s  m usica l id e a s — th e  a c q u is i t io n  o f m uscular and m ental 
c o o rd in a tio n . The two b ro ad  sureas o f  te c h n ic a l  s tu d y  a re  f in g e r  d e x te r­
i t y  and th e  p h y s ic a l  b a s is  o f  tone p ro d u c tio n . These involve a knowledge 
and u n d e rs tan d in g  o f (1 )  p o s i t io n ,  (2 ) e x e r c is e s ,  (3 ) use  o f th e  p h y s ic a l 
coEçionents o f  th e  lev erag e  system , and (&) th e  v a rio u s  a sp e c ts  o f th e  
a c t  o f  touch .
P r a c t i c e . I n t e l l i g e n t  p r a c t ic e  i s  the  means by which m usician­
sh ip  and tech n iq u e  a re  a c q u ire d . P r a c t ic e  invo lves sy s tem a tic  and 
a n a ly t i c a l  r e p e t i t i o n  o f  any g ro tp  o f  n o te s  t h a t  iw esen ts  i t s e l f  as an 
o b s ta c le  in  a t t a in in g  one*s g o a ls . Memorizing i s  a  n ecessa ry  a r t  and 
m ust a l s o  be p r a c t ic e d .  The b e s t  means i s  through  a  c o ^ in a t io n  o f the  
fo u r  b a s ic  types o f memory: ( l )  a u d i to ry , (2 ) v i s u a l ,  (3) m uscular, and 
(h) a n a ly t i c a l .
P erform ance. Perform ance i s  th e  communicative a c t  o f m usic.
Ih e  in v e s t ig a to r  found th e  two p r in c ip a l  problem s o f perform ance to  be 
in t e r p r e ta t io n  and s t a g e - f r i g h t .  I n te r p r e ta t io n  is  the  in d iv id u a l 's  
way o f  e x p re ss in g  th e  id e as  o f  th e  c o ^ o s e r ;  and th e  stu< ^ o f  i t  in ­
c lu d es  th e  s tu d y  o f  rhythm , teiq jo , p h ra s in g , shad ing  and p e d a lin g . 
S ta g e - f r ig h t  i s  th e  nervous r e a c t io n  in  a n t ic ip a t io n  o f fa c in g  an aud­
ie n c e . I t  i s  a  problem  th a t  can be rem edied by an  und ers tan d in g  of i t s  
n a tu re .
P o in ts  o f  Agreement
The in v e s t ig a to r  b e l ie v e s  th a t  th e  m aster te a c h e rs  would agree
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on th e  fo llo w in g  p o in t s .
P iano  p la y in g  re q u ire s  two ac ta*  (1 ) m ental co n cep tio n , and
(2). p h y s ic a l  e x e c u tio n . Of th e se  two, th e  in t e l l e c t u a l  i s  
th e  more iBç>ortant a c t .  means o f th e se  a c t s ,  s e p a ra te ly
or in  com bination , th e  s tu d e n t i s  g e n e ra lly  ab le  to  so lv e  
th e  fo u r  b a s ic  problem s o f m u sic ian sh ip , te ch n iq u e , p r a c t i c e ,  
and perfo rm ance.
P iano  p la y in g  i s  o n ly  one plm se o f  music s tu d y  and should  n o t be 
s tu d ie d  to  th e  e x c lu s io n  o f  th e  o th e r  phases o f  music o r to  the 
e x c lu s io n  o f  th e  r e l a t e d  a r t s .
Evenness o f  touch  i s  e s s e n t i a l  to  a r t i s t i c  p ian o  p la y in g .
The acqu irem en t o f a  re a so n a b le  hand p o s i t io n  i s  th e  f i r s t  s te p  
in  f a m i l ia r iz in g  one*s s e l f  w ith  th e  keyboard.
The m uscular com ponents, to g e th e r  w ith  th e  in s tru m en t a c t  as  a 
lev erag e  system .
Anyone can m aster m echanical d e x te r i ty  th rough  c o r re c t  m uscular 
h a b i t s ,  p r a c t i c e ,  and p e rse v e ra n c e .
Once th e  hammer h i t s  th e  s t r i n g ,  th e re  is  n o th in g  th e  hand can 
do to  in f lu e n c e  th e  sound.
Some s o r t  o f  com pensation i s  re q u ire d  to  make up fo r  th e  uneven 
le n g th  and m uscular s t r e n g th  o f th e  f in g e r s .
R e la x a tio n , meaning th e  happy medium between co n p le te  r e la x a t io n  
and com plete c o n tr a c t io n ,  is  e s s e n t i a l  to  ease  in  p ian o  p la y in g .
The p i a n i s t  m ust u n d e rs tan d  th e  l im i t s  and c a p a b i l i te s  o f the  
in s tru m e n t.
E x e rc ise s  a re  v a lu ab le  on ly  to  overcome s p e c i f ic  weaknesses and 
when t h e i r  pu rpose  i s  th o rough ly  un d ers to o d .
Tone has th re e  c h a r a c te r i s t i c s *  q u a n t i ty ,  q u a l i ty ,  and d u ra tio n . 
The so u rce  o f  tone  i s  in  th e  mind.
C r i t i c a l  l i s t e n in g  i s  th e  most im p o rtan t a cq u ired  fa c u l ty  o f the 
p ian o  s tu d e n t .
The e a r  i s  th e  only  r e g u la to r  f o r  c o r r e c t  p e d a lin g .
I n te r p r e ta t io n  re q u ire s  a  b a lan ce  betw een th e  perform er*s 
o r ig in a l  id eas  and th e  composer»s in te n t io n s .
Perform ance i s  a  n e c e ssa ry  goal o f  p ian o  s tu d y .
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Slow and s e p a ra te  hand p r a c t ic e  i s  n ecessa ry  in  o rder to  a t te n d  
to  a l l  th e  d e t a i l s  o f  p r in te d  d i r e c t io n s .
The te a c h e r  m ust be a  f in e  p i a n i s t ,  a  p e rc e p tiv e  a r t i s t ,  and a 
m aster o f  psychology .
P o in ts  o f D isagreem ent
The su cc e ss  o f  th e  methods o f Deppe, L esch e tizk y , M atthay, Newman, 
and R u b in s te in  i s  due to  th e  f a c t  t h a t  th ey  a re  w e ll organ ized  and con­
s i s t e n t  and because th o se  te a c h e rs  were a b le  reduce la rg e  problem s to  
t h e i r  sim ple coaponen ts . The p o in ts  o f  d isag reem ent u su a lly  occur w ith ­
in  t h i s  p ro c e ss  o f  re d u c tio n  and in  use  o f term ino logy  and a re  conse­
q u e n tly  more a p p a re n t th an  r e a l .
Touch and to n e . L esch e tizk y  ta u g h t th a t  tone i s  p h y s ic a lly  
dependent on th e  in d iv id u a l f in g e r  s t r o k e .  îfeitthay b e lie v e d  th a t  tone 
depends on a  knowledge o f  th e  in s tru m en t and i s  p h y s ic a l ly  produced 
by an  u n d e rs tan d in g  and p ro p e r use  o f th e  v a rio u s  a sp e c ts  o f the  touch 
a c t .  R u b in s te in  s a id  th a t  to n e , having  i t s  source  in  em otion, is  
p h y s ic a l ly  produced by a b a lan c e  o f  w e ig h t, p re s s u re , and m uscular 
energy . Newman m a in ta in s  th a t  th e re  i s  no such th in g  as  touch in  
r e l a t i o n  to  to n e . For th e  accom plished p i a n i s t  tone i s  ccm pleteiy  
governed by th e  m u sica l s e n s e s . Only an  i l l u s io n  o f touch  is  p o s s ib le .
The in v e s t ig a to r  b e l ie v e s  th a t  th e  te c h n ic a l  argum ent o f w hether 
touch  i s  r e a l  o r an i l l u s io n  i s  i r r e l e v a n t .  Even i f  touch  is  only  an 
i l l u s i o n ,  t h i s  i l l u s i o n  i s  r e a l i t y  to  th e  mind. Dr. Newman says t h a t  
i t  makes no d if f e r e n c e  w hether th e  key i s  s tru c k  by a  f in g e r  or by a  
p e n c i l .  This i s  t r u e ,  though th e  comment needs c la r i f y in g .  I f  th e  key
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i s  s t r u c k  by  a  p e n c i l ,  t h a t  p e n c i l  i s  s t i l l  h e ld  th e  hand, and con­
se q u e n tly  becomes b u t  an  e x te n s io n  o f  th e  arm le v e r ,  re p la c in g  th e  f in g e r  
as th e  o b je c t  in  c o n ta c t  w ith  th e  key . The p o in t  o f d if fe re n c e  betw een 
Newman and % itth ay  on th i s  p o in t  i s  one o f  term inology and e a p h a s is . 
Ife tth ay  b e lie v e s  th e  term s touch  and p la y in g  a re  synonomous. Whereas 
Newman would say  th a t  tone i s  governed by th e  a u d ito ry  s e n se s , the  
m uscular movements fo llo w in g  a u to m a tic a l ly , Ifetthay  i n s i s t s  th a t  th e se  
m uscular a c tio n s  and in a c tio n s  a s  p re s c r ib e d  by  the  mind must be le a rn e d . 
Perhaps Ifetthay*s d e ta i l e d  s tu d y  o f  th e  m uscular movements involved  in  
th e  a c t  o f touch  i s  too  com plicated  to  be p r a c t i c a l j  and perhaps t h i s  
thoroughness d e fe a ts  h is  pu rpose  by a llo w in g  one to  f o r g e t  u lt im a te  
g o a ls . But th e  in v e s t ig a to r  does b e lie v e  Ifetthay*s b a s ic  ph ilo sophy  
i s  sound.
M uscular c o n t r o l .  Ife tth ay  b e lie v e d  t h a t  com plete c o n tro l o f 
key d e s c e n t, even in  ra p id  p a s s a g e s , i s  p o s s ib le .  D r. Newman d isa g re e s  
w ith  t h i s  t e n e t .  The in v e s t ig a to r  i s  in c l in e d  to  ag ree  w ith  Dr. Newman, 
though in  t h i s  ca se  i t  may be a  means o f  r a t io n a l iz in g  th e  in v e s t i ­
g a to r  *s own i n a b i l i t y .
F in g e r c u rv a tu re . Ife tth ay  b e lie v e d  th e  amount o f f in g e r  cu rv a tu re  
v a r ie s  w ith  th e  q u a l i ty  o f tone  d e s ire d  and th e  m uscular s t re n g th  o f the 
f in g e r s .  L esch e tizk y  and Deppe fav o red  t i g h t l y  rounded f in g e r s ,  as  a  
r u l e .  R u b in s te in  advocated  curved  f in g e r s ,  say ing  t h a t  th e  employment 
o f f l a t  f in g e r s  hampers f a c i l i t y  and c l a r i t y  o f f in g e r  work. Newman 
b e lie v e s  t h a t  a  t i g h t l y  rounded f in g e r  s t r i k e s  th e  key a t  an inward ta n ­
g e n t, w hereas a  f l a t t e r  f in g e r  can accom plish  a more d i r e c t  s t ro k e . The
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in v e s t ig a to r  b e l ie v e s  th e  in d iv id u a l shou ld  choose th e  n a tu r a l  f in g e r  
c u rv a tu re  t h a t  p roduces th e  d e s ir e d  e f f e c t .
R o tary  movements. Ife tth ay  in s i s t e d  t h a t  in v is ib le  forearm  
r o ta r y  movements a r e  invo lved  in  a l l  p ia n o  p la y in g . Dr. Newman th in k s  
th a t  such  movements a re  only  invo lved  in  s p e c ia l  e f f e c t s  such as  th e  
trem olo  o r b roken ch o rd s , and th e n  th e  v a lu e  o f  such movements d ecreases  
w ith  in c re a se d  volume and sh o rte n ed  in te r v a l s .  The in v e s t ig a to r  has 
found t h a t ,  w ith  h im s e lf , i f  to o  much conscious a t t e n t io n  i s  p a id  to  
such  movements, th e  w r i s t  te M s  to  become te n se .
I I .  CONCLUSION
The in v e s t ig a to r  has concluded t lm t th e re  i s  no one way to  p la y  
th e  p ia n o . I t  i s  a  h ig h ly  in d iv id u a l a r t ,  and m ost ru le s  or p r in c ip le s  
m ust be m od ified  a c c o rd in g ly . The p i a n i s t  must experim ent w ith  va rio u s  
ways o f  doing th in g s ,  and though he can  p r o f i t  by th e  ad v ice  o f  au th o r­
i t i e s ,  he must e v e n tu a lly  d isco v e r th e  way th a t  i s  b e s t  fo r  him .
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